2 “THE FABULOUS ee 
VICTORIA DE LOS ANGELES” 
: * : 2 : 
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THE PROGRAMME PRESENTED ON THIS NEW RECORD BY 


VICTORIA DE LOS ANGELES 


IS TYPICAL OF HER IMMENSELY POPULAR RECITALS 


' HIS MASTER’S VOICE 


; 
* Long Play Records 
x 
& 








COVER I 





-NO BETTER 


PERSONAL SHOPPERS: 


PERSONAL EXPORT: 


OVERSEAS SHOPPERS: 


Our service, wherever you live, is a personal service . 
about your tastes and needs . . . you have access to our enormous stocks (including connoisseur pressings 


The GRAMOPHONE August, ' 


ords* 


WAY TO BUY THAN 





You will receive a friendly welcome, expert and painstaking 
attention, and—if you need it—advice based on many years of 
specialised experience. You can choose your discs from the 
largest stock in Europe and hear them in modern, individual, 
listening rooms fitted for your pleasure with the latest 
equipment—including stereo. 


Visitors to this country, or other people wishing to send 
records abroad, tax free, can take advantage of our trouble-free 
scheme... place the order, give us the address, and we do the 
rest—skilled packing, documentation are all part of our 
regular service. 


Under our Guaranteed Export Scheme, customers writing from 
abroad receive their records free of tax by return. They are 
packed by our skilled experts; and we take full responsibility 
for documentation. Orders over £10 in value are sent abroad 
post and packing free; all orders for H.M. Forces overseas are 
sent post and packing free. 


and rare labels) . . . you have the advantage of our close relations with manufacturers . . . you place 


the order and have no further worries! 


People all over the world buy records from Rses Ars 





Have you had the latest 
details of the famous IM 
styli ? Both diamond and 
sapphire give true repro- 
duction with minimum record 
wear! Send coupon NOW for details. 


To: Alfred Imhof Limited Dept.18 
112-116 New Oxford Street W.C.1 


MUSeum 7878 


Please send me 
THIS YEAR OF HI FI 1961 


Guaranteed Export Service 
Details of the IM styli 


THIS YEAR OF HI FI 1961 
is a full review, lavishly 
illustrated, of hi fi and 
stereo equipment—this 
booklet is a MUST for 


(tick appropriate square) 


NAME 





. . we may, alas!, never meet you, but we quickly learn 





beginner and expert. 
ADDRESS 





Send NOW for your free copy 
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5 | A SELECTION OF a 
RCA 4 


complete opera productions | . 





Ae CRASLERAA 
v WiZas! 








Mozart DON GIOVANNI 


CESARE SIEPI, BIRGIT NILSSON, 
LEONTYNE PRICE, EUGENIA RATTI, 
FERNANDO CORENA 


THE VIENNA STATE OPERA CHORUS 


BIRGIT NILSSON, RENATA TEBALDI, 
JUSSI BJORLING 


THE CHORUS AND ORCHESTRA OF 
THE ROME OPERA HOUSE 


Puccini TURANDOT 504 





wr ae UN 

THE VIENNA PHILHARMONIC ORCHESTRA © SER-4520/2  @ RE-25020/2 gas 
© SER-4528/31 @ RE-25028/31 ‘,..1 think this new Turandot is the best.’ E S 
‘,.. the first absolutely complete recording AN ONS! 


The Gramophone 
of the opera... Birgit Nilsson is a 


: j - ‘A wonderful recording, this. There is much 
triumphant Donna Anna. ...Leinsdorf’s 








; i : fine singing, too. The orchestral playing CASS 
conducting of the opera is wonderfully eh : ¥ ‘ Way, 
: ee . .. under Leinsdorf is absolutely excellent. é 

dramatic. .-.The sound quality is Meet 
remarkably vivid.’ Records and Recording ae gu 
aye Rossini IL BARBIERE DI SIVIGLIA rfvye; 
ALIN R. Strauss ARIADNE AUF NAXOS FARIS 
X d ROBERTA PETERS, CESARE VALLETTI, SZ) 
‘ ROBERT MERRILL. SENA JURINAC, ROBERTA PETERS, = SI 
CLO LEONIE RYSANEK, JAN PEERCE TOSS 
NAIA) THE CHORUS AND ORCHESTRA OF Bway 
fei THE METROPOLITAN OPERA, NEW YORK THE VIENNA PHILHARMONIC ORCHESTRA SOS 
AOS © SER-4512/5 © RE-25013/5 © SER-4523/5 @ RE-25023/5 TAOS 
Serger] ; ; ean. 
r ‘The opera is given on these records in ‘Both the performance and recording are = } 4 
more complete form than for well over of a very high standard ... I am strongly AOS 
a century. ...the general level of the in favour of Leinsdorf’s handling of the SO 
acting in the five main roles is high... score. ...a magnificent achievement and > . 3 


All the smaller parts are well filled...’ 
Records and Recording 


not to be missed on any account.’ 


Cora 

¢ 3 

Record Review 506 
oF 3 


all these productions are conducted by ERICH LEINSDORF SM 2 








. . . iS ~ 
Remember also two classic TOSCANINI interpretations eae 
FALSTAFF © RB-16163/5 206 


AIDA © RB-16021/3 











Ae. RCA RECORDS product of DECCA HOUSE 


MONO OR STEREO BOs 
- 
2 7 RECORDS ourenunee ie OS! 
rate THE DECCA RECORD COMPANY LTD ALBERT EMBANKMENT LONDON SEI 
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—Vpitrion 


Will deliver 120 watts continuous signal and over 200 watts peak 
Audio. It is completely stable with any type of load and may be 
used to drive motors or other devices to over 120 watts at fre- 
quencies from 20,000 down to 30 cps in standard form or other 
frequencies to order. The distortion is less than 0.2% and the 
noise level —95 dB. A floating series parallel output is provided 
for 100-120 V. or 200-250 V. and this cool running amplifier occupies 
12} inches of standard rack space by I| inches deep. Weight 60Ib. 








30/50 WATT AMPLIFIER 


Gives 30 watts continuous signal and 50 watts peak Audio. With 
voice coil feedback dis- 
tortion is under 0.1% 
and when arranged for 
tertiary feedback and 
100 volt line it is under 
0.15%. The hum and 
noise is better than 
—85 dB referred to 
30 watt. 

It is available in our 
standard steel case with 
Baxendale tone controls 
and up to 4 mixed inputs, which may be balanced line 30 ohm 
microphones or equalised P.U.s to choice. 





The |2-way electronic mixer has facilities for mixing 
12 balanced line microphones. Each of the 12 lines 
has its own potted mumetal shielded microphone 
transformer and input valve, each control is 
hermetically sealed. Muting switches are normally 
fitted on each channel and the unit is fed from its 
own mumetal shielded mains transformer and 
metal rectifier. 


Also 3-way mixers and Peak Programme Meters. 
4-way mixers and 2 x 5-way stereo mixers with 


The GRAMOPHONE 
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120/200 WATT AMPLIFIER 





ELECTRONIG MIXER/AMPLIFIER 


This high fidelity 10/15 watt Ultra Linear Amplifier 
has a built-in mixer and Baxendale tone controls. 
The standard model has 4 inputs, two for balanced 
30 ohm microphones, one for pick-up C.C.I.R. 
compensated and one for tape or radio input. 
Alternative or additional inputs are available to 
special order. A feed direct out from the mixer is 
standard and output impedances of 4-8-16 ohms or 
100 volt line are to choice. All inputs and outputs 
are at the rear and it has been designed for cool 
continuous operation either on 19 x 7in. rack panel 
form or in standard ventilated steel case. 


Size 18 x 74 x 94in. deep. 
Price of standard model £49. 


12-WAY ELECTRONIC MIXER 








outputs for echo chambers, etc. Details on 
request. 


Full details and prices of the above on request 


VORTEXION LIMITED, 257-263 The Broadway, Wimbledon, London, S.W.19 


Telephones: LiBerty 2814 and 6242-3 


Telegrams: “Vortexion, Wimble, London” 
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The QUAD speaker uses closely coupled moving elements some two hundred times lighter 
than diaphragms of moving coil loudspeakers, thus enabling the air to follow the electrical 
impulses with far greater precision. It is extremely analytical and much of the recent improve- 
ment in gramophone records can be directly attributed to the use of these loudspeakers for 
studio monitoring and quality control. 

For the listener in the home “it represents, by a wide margin, the closest approach to truly 
natural reproduction of sound in the home that we have yet heard”. (American High Fidelity 
H.H. Lab. report, November 1960). Send for illustrated brochure to Dept. G. 


@vaD for the closest approach to the original sound 


ACOUSTICAL MANUFACTURING CO LTD + HUNTINGDON - HUNTS 
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The Acos Changer Dust Bug easily 


clips onto practically every changer 
arm. Spring action automatically 
compensates for its weight, and no 
tracking adjustment is required. 

A durable Nylon brush cleans the 
groove, and a plush pad applies 
anti-static fluid before the stylus, 
collecting the dirt after. The Acos 
Dust Bug costs only 17/6 plus 5/8 P.T. 
It pays for itself over and over again 

by giving very much greater record life, 


and five times longer stylus life. 


COSMOCORD LTD WALTHAM CROSS HERTS - 
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Don’t let gravel choke your Ravel. Don’t let 
fluff fur up your Faith. Keep Britten tidy ! 
Your records are valuable. Dust and grit are 
attracted to them by ‘static’. If you allow 
impurities to settle, the stylus must grind them 
into the groove, damaging the sensitive sound 
track (and the stylus, too). This greatly reduces 
the life of your records (and of the stylus, too). 
By the time you can hear loss of quality, 
irreparable harm has been done. -Prevent 
damage before it happens. Slip on an Acos 
Changer Dust Bug and let it sweep away 
dirt before the stylus gets there. 







USE 


AN AGOS 
DUST BUG 


ARE DOING THINGS IN STYLI 


TEL: WALTHAM CROSS 27331 (London subscribers please dial WS27331) 
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The BOFFINS havea © 
word for it? 


And that very expressive — if ugly — word is “‘tropicalised”’, a term used 
to denote electronic equipment proofed against wide extremes of temperature and 
humidity. It is unlikely you’ll ever want to use your Ferrograph in 
the sweltering African jungle or amid the icy wastes of the frozen North. But if 
the need ever arose, have no fear. As befits a Tape Recorder upon which 
such extravagant care has been lavished, every Ferrograph is built to 
withstand really tough treatment wherever it may be used. 
The much-coveted Ferrograph reputation has sprung not merely 


from its leadership in design but, perhaps even more important, from 








a determination to make sure that every part, every detail of test 
and assembly, is as near perfection as human ingenuity can 
devise — regardless of cost. That is why precautions against 
possible damage due to temperature extremes or humidity 

have been included in the Ferrograph specification — 
almost as a matter of routine. 


Series 4A Stereo 808 
4A/N Two Speeds 33/73 i.p.s. Two Speeds 32/73 i.p.s. For use 
Monaural Recording/Playback. with external Hi-Fi amplifiers 
81 Gns. and Loud Speakers. The all- 
4A/H Two Speeds 73/15 i.p.s. purpose machine for Monaural 
Monaural Recording/Playback. and Stereo Recording/Playback. 
86 Gns: 105 Gns: 





The Vncomparoble de CFFOQKASS 


Three Independent Motors - Synchronous Capstan Motor - Recording Level Meter - Brief Stop - Interchangeable Plug-in-Heads 
Switched Speed Change with Compensated Correction Network - Separate Tone Controls - High Fidelity 25 Watts Output Stage - Uses 
84” Tape Spools - Gear-Driven Turns Counter - Automotic Switch Cuts Motors at End of Spool - Endless Loop Cassette (Optional Extra) 


BRITISH FERROGRAPH RECORDER CO. LTD. 


(A subsidiary of the Ferrograph Company Ltd.) 


84, BLACKFRIARS ROAD, LONDON, S.E.| Telephone: WATerloo 1981 
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Lustraphone mizrers; 
Lustraphone 

Acos 

Grampian 

Reslo mikes; etc. 


Tannoy 


Amplifiers, Tuners, Controls: Goodmans 
Wharfedale 
Quad 


Lowther 


Garrard 
Collaro 
Connoisseur 
Goldring 
Acos 

Philips 
Decca 

SME 

Shure, etc. 





If it’s HI-FI, it’s at the Tape Recorder Centre. Hundreds of mono and stereo models and types—complete installa- 
tions, components, a handsome choice of cabinets. Honest, expert advice on the right choice to give you top per- 
formance and top value. Unsurpassed HP terms. Choose with confidence from the Tape Recorder Centre—the 
country’s leading HI-FI specialists. Choose in person—two London Showrooms. Choose by post—get a copy of the 

FREE 88 PAGE ILLUSTRATED CATALOGUE, the most comprehensive publication of its kind! 


| CHOOSE BY POST @ @ i A , E 
For free Catalogue, send this coupon to \_C / | 

The Tape Recorder Centre Ltd., Dept,:G: 

447 Green Lanes, London N.4 

Telephone: FITzroy 2316/7/8 


Name . 


| 
alee, | 
Address ee rere nes " sey oeduenlRpimacmueniee | 


CHOOSE IN PERSON: central London: 82 High Holborn, W.C.1 CHAncery 7401 
North London: 75 Grand Parade, Green Lanes, Harringay, N.4  FiTzroy 2316/7/8 


Only at these two Showrooms will you find the complete Tape Recorder Centre range! 
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PHILIPS 


GELUIO:! 


For doubleplay tapes 
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Fast, easy 


tape selection 
~ -with Philips 


COLOUR 


coded packs 





From now on, all Philips tape packs in the 3’, 
4”, 5”, 5?” and 7” reel sizes will be colour coded; 
green for standard tapes; red for long-play 
tapes; blue for double-play tapes. This entirely 
new packaging system ensures quick, easy 
identification of every size and type of tape. It 
eliminates the possibility of error when you 
change reels, makes selection easier when you’re 
buying new supplies, helps you maintain your 
tape library with complete efficiency. And re- 
member, Philips tapes are the best you can buy. 
They give you really lifelike sound—improve the 


performance of every tape recorder. Buy your 
Philips tapes in the new colourful packs today! 


-the friend of the family 


PHILIPS ELECTRICAL LTD- CENTURY HOUSE - SHAFTESBURY AVE - er wee 
PR37 
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NOW FROM NEW LARGER PREMISES 
IN THE HEART OF LONDON 





@ STEREO a 


Quad 22 ae al Unit 25.0.0 $73 
Leak Stereo 20. , £30.9.0 $87 
Leak Varislope £25.0.0 $72 
Leak Point One Stereo Pre-Amp £21.0.0 $60 
HMV 555 Amp 63 gns. $189 
HMV 556 Pre-Amp Seli-powered 39 gns. $127 
HMV 557 Power Amp.. 30 gns. $90 
HMV 599 Pre-Amp 19 gns. $57 
Rogers HG88 Mk. Il - ... £37.10.0 $107 
Rogers RD Jnr. Stereo Amp ... £28.10.0 $82 
Rogers Mk. Ill Control Unit ... . #£18.0.0 $52 
Rogers Pir Control Unit ... £35.0.0 $100 
Dulci DP /10/ she one 24gns. $72 


Chapman a. “ia 
Chapman 305 Uni 
@ SINGLE CHANNEL AMPLIFIERS 


Quad Amplifier £22.10.0 $65 
Quad Control Unit £19.10.0 $56 
Leak TLI2 Plus ... £18.18.0 $54 
@ TUNERS 

Quad FM Tuner ae Bs ... #£28.17.6 $60 
Quad AM Tuner Be os ... £33.0.0 $69 
Leak Trough Line FM — — ... €33.15.0 $76 
Dulci AM/FM au ... €25.15.2 $56 
Chapman SSE FM PNRD . ... £38.0.0 $90 
Chapman “Tranquillo” 105. £29.18.0 $85 
Chapman FM Tuner FM9I UNPWD... £23.8.0 $54 
Chapman S6BS/FM PWRD __.... £67.10.0 $143 
Rogers Switched FM ... £15.1.10 $25 
Rogers FM Variable £32.10.0 $81 


The following is a selection from our large stocks. 


QUAD Electrostatic ... £52.0.0 $149 
@ WHARFEDALE 

W. 3 3-speaker system £39.10.0 $115 
W. 2 2-speaker e one ... £29.10.0 $84 
Co-axial 12 ee ne ste ... €25.0.0 $72 
Super3 . se ose Se -» 6.53.3 $16 
Sonor 8FS/AL - ae .» £619.11 $17 
Golden IOFSB ... £8.14.11 $20 
SFB3 £39.10.0 $115 
WIO/FSB ie £12.19.10 $28 
Column 8 enclosure £21.15.0 $48 
@ LOWTHER 

Acousta ... 36 gns. $108 
Acousta de Luxe. 42 gns. $126 
Acousta Twin “ sin ... £67.16.0 $198 
LP ee bss ne .-» £96.0.0 $274 
@ TANNOY 

Tannoy 12” Monitor £30.15.0 
Tannoy 15” Monitor £37.10.0 


@ Vitavox DUI20 


@ W.B. 1016 ... sk He .- €7.12.3 $16 
W.B. HFIOI2 ss “oe --» £5.0.0 $12 
W.B. HFI216 £15.0.0 $43 
@ GOODMANS 
AL/I ae £29.10.0 $ 

I aoe £23.10.0 $67 
5K/20/XL £7.0.0 $16 
AX/15/4 ... £53.11.0 $152 
Axiette ... eee £6.12.1 $i5 
Axiom 110 10” £5.0.0 $12 
Axiom 300 ze -_ oon .- €11.5.9 $32 
Axiom 400 aes se bes -. £16.10 $41 


Triaxiette sas wes ... £13.10.0 $33 
Triaxiom 12/20 .. ase 

& MORDAUNT ARUNDEL 
New models by Leak, Tannoy, etc. 


£39.10.0 $115 


MODERN ELECTRIC. 





We send the best of 
|“ Britain’s Hi-Fi and 
l Recorder Equipment 
to all parts of the World 


MOTORS & PICKUPS 


STEREO AND SINGLE 
Bang . Olufsen Dynamic or with Diamond; 
STEREO 7 gns. $21 
Decca Stereo P.U. Complete .. 
Connoisseur Stereo sen 
Tannoy Stereo Cartridge Mk. Ii ... €13.6.0 $27 
Tannoy Cartridge Mono Mk. Il $26 
Lenco GL58/RD & Stereo P.U. 
Lenco Motor GL58 with arm. 
Lenco 58/580 Ese 


 m-e~e? 3 
| 


Lenco 58/600 £31.0.0 $67 
Lenco GL-60 Trans Unit .-. €27.12.6 $60 
Goldring 580 . uae .. €5.11.4 $12 
Goldring 600 Cartridge oe UCT $24 
Goldring 700 a £9.14.9 $2r 
Garrard 301 axe £22.7.3 9 
Garrard 4HF/GCS/I0 . £19.5.7 $45 

£5.9.1 $12 





Garrard TPA/I2 Arm & ctl P.U.... 





Connoisseur Motor Type $59 
Connoisseur 2-speed ... $36 
Garrard GMC/5 and Arm £9.8.10 $21 
Garrard TA/Mk. Il an £8.19.3 22 


$ 
Connoisseur P.U. £12.19.10 $30 


Acos Stereo Cartridge... ce ) £4.8.6 $tl 
Philips 2009 Transcription Uni £10.10.0 $25 
DIAMOND STYLUS on £1.46 $3 All types 


(inc. stereo) available. 
BINSON “ECHOREC” UNITS 
BINSON STANDARD ECHOREC pre-amplifier unit 
enables echoes to be imposed on signals between 
microphone (or other source) and amplifier or 
recorder, 3 channels available, and timing of echoes | 
is controllable. Details on request. 140 gns. $420 | 
BINSON “BABY” ECHOREC Mk. Il 
Similar to above but for single channel working. | 
100 gns. $300 
PROFESSIONAL AND TRADE DISCOUNTS. 


@ FULL OFFICIAL RATES OF EX- 
CHANGE FOR PAYMENT IN ANY 
CURRENCY 

@ MANY ITEMS FOR 100 VOLTS A.C. 

@ TRANSISTOR RADIOS 

e@ ACCESSORIES 

@ LARGE AND UP-TO-DATE STOCKS 

@ PROMPT REPLIES TO ENQUIRIES 
Carriage and packing charged at cost. 


PRICES SUBJECT TO ALTERATION AND 
CHARGED AT MANUFACTURERS’ ADVER- 
TISED RATES AT TIME OF ORDERING. 


(RETAIL) 
LTD. 


> 


ng 
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TAPE RECORDERS, 


Whatever you want in tape, Modern Electrics 


are there to help you with everything from a 
complete installation to a few inches of leader 


tape. 
@ MONO 

Brenell Mk. V_... 
Brenell Three Star 


Clarion Transistor Battery 
Cossor 1602 4-Track 


Cossor 1601 4-Track, 3-Speed 4 


Ferrograph 4AH 
gency 4AN 

Fi-Cord 101 is 
eo TKI 

Grundig TK24 with Mic. 
Grundig TK20 with Mic. 
Grundig A as 
Grundig 


K35 he 
Philips Esa 4-Track Mono 


Philips EL3526 4-Track Stereo 
Philips EL3542 4-Track ‘ 
Reflectograph }-Tr. “A” 
Reflectograph 3-Tr. “B”’ 
Stuzzi Magnette . 

Stuzzi Tricorder 


Vortexion W.V.A. Type IV Deck 


Vortexion W.V.B. Type Deck 


@ STEREO 
Ferrograph 4SN em. 
Ferrograph 808 
Ferrograph 45/N 
Ferrograph 45/H 
Brenell 3-Star_ ... 
Brenell Mk. 5 
Grundig TK60 . 


Wearite 4A Mono 
Wearite 4B Mono es 
Brenell Pre-Amp and Amp 
Brenell Stereo Deck 
Brenell Mono Deck 


@ MICROPHONES AND MIXERS 


AKG. C. 12. Condenser 
AKG. D. 19. Dynamic .. 

AKG. D. 88, Dynamic Stereo. 
Bang & Olufsen Ribbon 
Lustraphone LD/66Z ... 


Lustraphone LFV/59 Dynamic i 


Lustraphone VR/64 Ribb 


S.A.E. brings comprehensive list. 


64 gns. 
58 gns. 
25 gns. 
37 gns. 
59 gns. 
86 gns. 
81 gns. 
53 gns. 
26 gns. 
55 gns. 
42 gns. 
65 gns. 
75 gns. 
34 gns. 
92 gns. 
59 gns. 


1. 105 gns. 
. 115 gns. 


59 gns. 
63 gns. 
£93.13.0 
£110.3.0 


42 gns. 


88 gns. 
93 gns. 
89 gns. 
£93.16.0 


= .. 8 gns. 
@ DECKS AND AMPLIFIERS 


£36.10.0 
£41.10.0 
24 gns. 
£33.16.0 
28 gns. 


Lustraphone VR/65 N.S. ol Ribbon 15 gns. 
rCRL... £ 


Reslo Ribbon RBL/T o 


Film Industries Ribbon. MIs ... 


Grampian Moving Coil 
Simon “‘Cadenza”’ 

Simon ‘‘Cadenza” Crystal 
Acos Crystal Stereo 
Grundig Mixer GMU.3 


Heathfield Electronic Mixer ... 


TAPES 


£19.10.0 


SCOTCH BOY, IRISH, BASF, GRUNDIG, AGFA, 
MSS, FERROTAPE—ALL SIZES IN STANDARD, 
LONG PLAY AND DOUBLE PLAY. 
Pre-recorded tapes—all leading makes stocked. 

Export prices are quoted above in U.S. Dollars. 


Telephone: GER 9692, TEM 7587 & ad 1703 


Cables: MODCHAREX, LONDO! 


120 SHAFTESBURY AVENUE, LONDON, W.|I 


(Opposite Columbia Cinema) 
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TWO MAGNIFICENT UNITS | 
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STAND No. 36_ 
AT THE RADIO SHOW 






LABORATORY 
SERIES AUTO 
TURNTABLE 


Woe 


Combines the high performance 


$105 








of a Transcription turntable with 












facility for changing records 







DE ft Ux E 


automatically. 
Fitted with Trans- 






cription Pickup Arm 







and unique Stylus 


pressure adjustment. 







THE GARRARD ENGINEERING & MANUFACTURING CO. LTD. 
SWINDON -: WILTSHIRE 
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Only with Fl-CORD can you have it both 


ways—really HI-FI and really portable 





Don’t be misled by the compact size. 
The Fi-corp is a high fidelity instru- 
ment of advanced scientific design — 
assuring true-to-life recordings. 


Frequency 50-12,000 c.p.s. + 3db. Tape 
speeds 7} i.p.s. and 1{ i.p.s. Twin track 
record/playback, using standard 3}” 
spools. 


Wherever you go, you can take your 
FI-CORD with you, it is ideal for adding 


CATCH /T- 
AND KEEP /T—WITH 







Write for name and address of your nearest stockist to:— 


FI-CORD Ltd - 40a Dover St - London - W1 
Tel: HYDE PARK 3448 








the realism of sound to movie films. 


The FI-coRD weighs only 4} lbs., 
measures 93” x 5” x 23”, operates in any 
position (lid open or shut) and requires 
no power point. It runs on 4 batteries, 
rechargeable from the automatic charger 
supplied. 


Built-in speaker. Full playback volume. 
Extension speaker socket. Dynamic 
microphone with stop/start switch. 


Complete with 
Microphone, Tape, 
Batteries and Charger 


or with Grampian DP4/M 
Microphone 






















a 
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.P.R.L. 


IS THE SIGN OF A 
UNIQUE SERVICE FOR THE MUSIC-LOVER 


The Long Playing Record Library was inaugurated in 1954 and over the past seven years its reputation has grown and spread the world over. 
The Library itself offers an invaluable postal lending service, operating throughout the United Kingdom, to cover all the important classical 


L/Ps, mono and stereo. 


On a wider basis the Factory Fresh Sales Service supplies brand new mint L/Ps (all labels) to order, not only in the British Isles but all over 


the western world. 


Each year in March the Library acts as hosts to the whole gramophone industry, together with music-lovers who buy records, by organising 


the famous Festival of Live and Recorded Music in Blackpool. 


Here those who make, those who criticise, and those who buy records 


can all meet together for a week-end under the same roof to listen to music—live and recorded—and discuss all aspects of its performance 
and reproduction. The dates for 1962 are 23rd-25th March. 


Below are fuller details of some of the services the Library offers:— 


THE L/P LIBRARY 
POSTAL SERVICE 


operates anywhere in the British Isles 
(except Eire). 








The annual subscription for membership 
is a guinea and the hiring charges range 
from Id. to 3d. per day for each disc 
borrowed. 


@ You only pay for the time you actually 
have records in your possession, not for 
time in transit. 


@ Records are in immaculate condition. 


@ Acomplete range includes every impor- 
tant classical issue Mono and Stereo 
(and in stereo a wide selection of light 
music too). 


@ Packing is simple and foolproof. 


@ Return -of Post changing service, and 
you may change records as frequently 
as you wish. 


THE L.P.R.L. FACTORY 
FRESH SALES SERVICE 


operates anywhere in the world. 








It provides a guaranteed unplayed copy of 
any LP published in this country. 


@ Any label can be supplied: a perfect 
mint copy is guaranteed. 


@ All records are parastated after a 
rigorous visual inspection. 


@ Polythene protection and unique pack- 
ing ensures that discs reach you in 
pristine condition—as they left the 
factory. 


@ Thoughtful advice on the “‘best”’ record- 
ing is given with pleasure. 








FOR MUSIC LOVERS WHO 
LIVE IN LONDON 
A branch is available where records can be changed 
personally. 


The Library premises at 33 Catherine St., is exactly 
opposite the Theatre Royal (Drury Lane). 


t= 


PR ine x. 


ZS 











The Library premises is equally accessible from 


Holborn and Leicester Sq. It is little more than a 


stone’s throw from the Strand, Kingsway and the 
Royal Opera House, Covent Garden. 








PUBLICATIONS 


™ STEREO 


RECORD GUIDE 


A REVIEW OF ALL STEREO RECORDS 
OF CLASSICAL MUSIC (including 
Operetta and Musical Comedy) with a 
section on LIGHT MUSIC. Beautifully 
cloth-bound 
by EDWARD GREENFIELD 
(Record Critic of 
The Guardian and The Gramophone) 
DENIS STEVENS 
(Editor of Grove; 

Record Critic of The Gramophone and B.B.C. 
and Edited by IVAN MARCH 
(Director of The Long Playing Record Library) 
Every record is reviewed both for its musical 
content and standard of performance, and for 
the quality of the recorded sound by three 
experienced critics who have from its incep- 

tion, specialised in the field of stereo. 

CAN BE ORDERED FROM ANY 
BOOKSELLER OR DIRECT FROM 
THE PUBLISHERS. 

Volume | 21/- (post and packing |/6 on one 
Volume 2 25/- volume, 2/- on two volumes) 





THE L.P.R.L. CLASSICAL 
CATALOGUE & HANDBOOK 


BRAND NEW PLUS 
mm 6d. Post 
1961/2 EDITION & Packing 
Ready soon...... August/September 


This is a selective catalogue listing all the 
recommended classical LPs issued to date 
(mono and stereo). Only records of a high 
standard of performance and recording are 
included. Thus this publication is an admirable 
collector’s guide. In addition the handbook 
includes much helpful information about the 
care of LPs, the problems of styli and groove- 
jumping and correct reproduction of records. 
AVAILABLE ONLY DIRECT FROM 
THE PUBLISHERS 


IF YOU LIVE IN MANCHESTER 
THE L/P RECORD LIBRARY ALREADY HAS A BRANCH THERE 
AT 8 DEANSGATE (next to Grosvenor Hotel) 


Send now a large s.a.e. for details of all L.P.R.L. services 


THE LONG PLAYING RECORD LIBRARY LTD. 
SQUIRES GATE STATION APPROACH, BLACKPOOL, LANCS. 














12 Advert The GRAMOPHONE August, 1961 










A commentator records her impres- 
sions after an underwater explora- 
tion. Even when submerged she 
could describe the scene into a 
special microphone let into her 
face-mask. 


BBC PHOTOGRAPH 


Emitape goes down with BBC diver 


Interviews in unusual or noisy situations often contain 
superfluous material. The BBC find Emitape perfect for edit- 
ingandcutting.‘Dead’ materialcan beeliminated,interviews 
kept lively and to the point. 

Emitape, consistent and dependable: the obvious choice 
for a broadcasting organisation famed for its technical 


excellence. Year in, year out, the BBC send thousands of | 
‘packaged programmes’ toradio stationseverywhere,span- . 
ning the world—on Emitape. When Emitapereturns from the studios 


to the BBC Central Maintenance Unit, 
hee & oF: pe it is re-serviced, passing through this 
| ‘washing machine’. A giant electro- 


used by the BBC 9 times out of 10 remaining on thetape 








[EMI EMITAPE DIVISION, E.M.I. SALES AND SERVICE LTD, HAYES, MIDDLESEX 
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Brilliant jf 34 fb = Development 


It’s Automatic... 
Plays all records... 
Operates from 
TORCH "BATTERIES ... 


RADIO AUTO-BAT 
the first ever 


4-SPEED AUTOCHANGE 
TRANSISTOR RADIOGRAM 









The most important development since the advent of Transistors, 
and a triumph for E-A°R Design and Research. Enjoy top perform- 
ance of radio and ALL your records plus the convenience of 
transistor portability. No leads—no plugs—no sockets. 


Wonderful new E-A’-R @ Slow Motion tuning 
1 watt (1000 mW) Amplifier @ Ferrite Rod Aerial 


Volume and tone controls @ Standard torch batteries, simple 
B.S.R. UA 14 Record Changer, one-screw replacement 

(with 9v. suppressed motor) @ Seven transistor printed circuit 
3-Position switch, Medium- @ Car aerial socket 

Gram-Long @ 64” super-sensitive speaker 

@ Fully tunable on both bands @ Sturdy two-tone wood cabinet 


for full tone quality 
28 gns. (Excluding batteries) e eon le’ 5 hae x 8” 





E-A-R ASTOR 
6-Transistor Radio 


The radio that plays in every 
room, in the car or on the beach, d th 

this smart handbag model in a eee an e 
choice of glowing colours is the 
ideal companion. Music, news, & e A e R AUTO = BAT ] 
sports commentaries, B.B.C. or a 
foreign, at the touch of a switch! 





1 watt (1000 mW) output, full An equally exciting development is the new E*-A’R 
pln on Medium = cane AUTO-BAT 4-Speed Autochange Record Player. 
Waves. Magnificent tone and Wonderful quality of tone and volume with ALL 
volume from large 5” round sizes of records, never previously associated with 
speaker. Weight only 4% Ibs.; transistor equipment. Specification generally 
size 9” x 6° x 3°. Car aerial similar to Radio Auto-Bat 

| 2: socket. 

2 gns. The lowest cost Transistor Radio 22 

ever to offer such a host of gns. (Excluding batteries) 

(Excluding batteries) features! 








Both Models are designed to shut off changer 


: and Amplifier automatically 
See us on Stand 56, Radio Show, Earls Court AND CANNOT BE LEFT ON ACCIDENTALLY 


1000 M STEREO too! The E*A-R TRANSTEREO UNIT can convert 
either model for Stereo operation - 6 gns. 
CORDLESS 
All batteries in the E*A°R 1000-M 


Transistor Series have world- 
wide availability. 
Post the coupon now for full details 


of the new E-A°R 1000-M Cordless 
Transistor Series. 
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To: E-A’R, The Square, Isleworth, Middx. 
Coloured folder on the new E-A:R Cordless Transistor Series please. 
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ELECTRIC AUDIO REPRODUCERS LTD. 
The Square, Isleworth, Middx. 
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AUGUST 1961 RELEASES 


Gaetano Donizetti 


Complete in Italian 


Lord Enrico Asthon . . .. .~ 

Lucia oc ee -e e s 

Sir Edgardo di Ravenswood . 

eran. and ok © ow. & oe Ue We SS 
Raimondo Bidebent.. . .« «©. « «© “© \« *« « 
Alisa a. ce ee a ee ee 
Orchestra and Chorus of Teatro alla Scala, Milan 
Chorus Master: Norberto Mola 

Conductor: Nino Sanzogno 


. 


Supplied in Free Presentation Box with Illustrated Libretto 





: BAe 
Celiskanzen: amoll - Geilo Concerto im A minor 
PEPER THCMALE WERE See : 
© Rokokeo-Varietionen - Rococo Variations 
5 seein, Gobeeetly Lntegaeten Siethoarmssic 


Boron, Caine Boe 











ROBERT SCHUMANN JOHANN SEBASTIAN BACH 
*Cello Concerto in A minor Sonatas for Violin and Harpsichord 
Op. 129 No. 5 in F minor, BWV 1018 


No. 6 in G major, BWV 1019 
David Oistrakh, Violin 

Hans Pischner, Harpsichord 
33 = LPM 18677 (Mono) 

33 = SLPM 138 677 (STEREO) 


PETER TCHAIKOVSKY 
Variations on a Rococo Theme 

Op. 33 

Mstislav Rostropovitch, ’Cello 
Leningrad Philharmonic Orchestra 
Cond: Gennadi Rozhdestvensky 
33 = LPM 18674 (MONO) 

33 = SLPM 138 674 (STEREO) 


lag Telephone: LANgham 8156/7/8/9 


 aae* is? aaa? mae? a? maa” ees a * eames aaa * eae? naan? means? maa? pea? pa? maa * ae, 


‘LUCIA DI LAMMERMOOR’ 


33 = LPM 18704/5 (Mono) 33 = SLPM 138 704/5 (STEREO) 


LONG PLAYING RECORDS 33} 


Ettore Bastianini C6 


Renata Scotto «! 
Giuseppe di Stefano i; 


Franco Ricciardo «: 
Ivo Vinco <: 
Stefania Malagu m, 





MODEST MUSSORGSKY 
Pictures at an Exhibition 


MAURICE RAVEL 

Jeux d’eau; Alborada del gracioso; 
La vallée des cloches 

Rudolf Firkusny, Piano 

33 = LPM18679 (MONO) 

33 = SLPM 138 679 (STEREO) 
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Incorporating VOX. THE RADIO CRITIC . BROADCAST REVIEW 


Founded by SIR COMPTON MACKENZIE 
Edited by CECIL POLLARD 
Music Editor ALEC ROBERTSON 


Editorial & Subscription Office 
Trade Office 


379 Kenton Road, Kenton, Harrow, 


70 Charlotte Street, London, W.|!. 


CHRISTOPHER STONE 


ANTHONY POLLARD 


Technical Editor 


P. WILSON 
Middl. Teleph 
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A QUARTERLY RETROSPECT 


By JOHN WARRACK 


Sir Thomas 
T= is little more Beecham to come, 
it seems. One had lingering hopes that 
Sir Thomas, most finicky of musicians about 
passing tapes, had left a good deal of them 
approved for issue; but no. Let us instead 
now hope that the companies will resist the 
obvious temptation to put out unpassed 
tapes in pious memory. This would be a 
poor service to the great man, unless they 
were openly labelled as recording session 
fragments; a ‘“‘Beecham discards’ disc, com- 
plete with comments and studio noise on lines 
of Decca’s extra Tristan disc record, would 
have its fascination. A friend of mine has 
long gloated over a strictly banned pair of 
pressings from an abortive Delius project 
which he nefariously acquired; they are 
moving as thé relic of something that didn’t 
in the end come off, more’s the pity. 
Beecham in the studio was always wonderful 
value, of course: one of his habits, less 
entertaining to the sound engineers than to 
others, was to urge his forces through some- 
thing like the Battle scene in Heldenleben 
with towpath roars of encouragement, and 
then loftily demand in the playback, ‘““Who 
the devil did that?” 

A hero’s life it was indeed, whose secret 
benefits we shall long enjoy. Standards will 
always be higher now, orchestral playing 
more subtle; the gramophone bears per- 
petual witness. For this reason it is in a 
sense appropriate that his last major 
recording (if only I could be wrong about 
this) should be Heldenleben (H.M.V. @ 
ALP1847: © ASD421). Sir Thomas was 
a superman, if no Nietzschean Superman: 
this sprawling piece of egoism contains 
thrills and beauties which he, more than 
anyone, knew how to unlock. I heard him 
do better Heldenlebens than this. A few years 
back he used to charge into the opening 
tune with greater cavalier verve, and the 
Critics were despatched more bitingly. The 
Battle rages well, though, and Beecham’s 
unique grace of phrase not only lifts the 
love music out of a pit of sentimentality— 
what an unconscionable time the Superman 
takes to stir himself and respond to the lady’s 
secuction—but makes an enchantingly lucid 
reminiscence out of the retrospective Works 
of Peace section. Usually this eggheads’ 


musical quiz (who knows the Guntram 
quotation?) sounds merely arbitrary, a 
rather vain private joke. Above all there is 
a most touching serenity, resigned to the 
passing of beauty and undisturbed by the 
approach of the end, in the way Beecham 
handles the epilogue. 

A few lesser Beecham records will con- 
tinue to reach us, but I doubt if many of 
them can excel his engaging collection of 
French music (H.M.V. @ ALP1843—no 
stereo). There is Chabrier’s Gwendoline 
overture and bits of Carmen; but the side to 
play over and over again, savouring the 
breathtaking simplicity of phrase which he 
took such pains to achieve, is Fauré’s Dolly. 


Some Piano Concertos 

One of the happier results of the so-called 
neo-classical movement of the Twenties was 
a renewed interest in piano concertos which, 
instead of surging through the whole 
Romantic gamut, posed the soloist and a 
small instrumental ensemble against each 
other—or rather, with each other, for the 
nature of the music was once more based on 
the classical principle of discussion instead 
of conflict. Stravinsky, as usual, led the way, 
but only just: of the three concertos, or 
concertinos, which Vox have most intelli- 
gently grouped on their @ PL10840, 
Stravinsky’s piece dates from 1924, 
Honegger’s and Janacek’s from the year 
after. This is not, to my mind, one of the 
greater Stravinsky works from that period. 
The eclecticism is almost too extreme even 
for Stravinsky, and there is a harshness of 
invention (except in the beautiful neo-Bach 
Larghissimo) which is accentuated by the 
scoring for wind—and even more by a 
scrappy performance and murky recording 
here. The work is a good deal better than 
Walter Klien, the Pro Musica of Vienna 
under Hollreiser and Vox between them 
make out, however: in distinction of mind 
it entirely routs Honegger’s poor little 
Concertino, which ekes out a few charming 
ideas with a sort of musical Roget’s Thesaurus 
of new ways to say the same thing. Honegger 
is expert enough at manipulating his music 
to survive, repetitious though he is here, but 
he throws a heavy charge on the performers, 
who need all the boulevardier dash they can 


get in order to get away with it. Indeed, 
the confidence trick of getting away with 
almost no music at all is more than half the 
work’s appeal. 


Janacek’s concertino is an oddity, even 
by his own standards. It is a late work, and 
in the wild fragmentation and obsessive 
repetitions recalls its contemporary, Youth, 
as well as the instrumental masterpiece of 
the last period, the second string quartet. 
Apparently the players at an early perform- 
ance in Frankfurt took the work very 
casually on seeing the simple little figures 
that bobbed through their parts. Putting 
the piece together at rehearsal they got a 
shock: the viola player set off legs crossed 
and with a cigarette in his mouth, but was 
soon sawing and counting away for his life 
trying to master the unfamiliar style. The 
first movement has only the horn repeating 
a little three-note figure against the piano; 
in the next (all are quite fast) the piano 
clatters away abruptly while a mocking 
E flat clarinet trills and jogs out a typically 
Janacek jingle of a tune; the third is a 
heavy, bizarre march with all the instru- 
ments at last joining in; the last movement 
indulges in more nearly conventional con- 
certante work. Why this pattern, with only 
horn and clarinet in the first half of the 
piece? “I don’t really know,”’ said Janacek. 
‘It’s like an echo of the time when I was 
messing about with the piano myself.” 
Vox’s notes offer little information on the 
work or clue to understanding it. Admirers 
of the ejaculatory style which can contain 
such searing passion in The Cunning Little 
Vixen and the second string quartet, and 
uphold such lofty human feeling in From the 
House of the Dead, will recognise what is 
going on; but here it is even starker, and 
I doubt if anyone who did not know 
Janacek’s easier works would be drawn to 
further explorations by the piece. 


The best of all ‘“‘neo-classical’? piano 
concertos is surely Ravel’s in G major. His 
own words on his intention are familiar, and 
are a credo for the kind of smaller modern 
concerto ‘‘in the spirit of Mozart or Saint- 
Saéns’’. “I believe,’’ Ravel went on, “that 
the music of a concerto can be gay and 
brilliant, and that it need not pretend to 
depth or dramatic effects.’” Ravel almost 
called this work a Divertissement. The 
obvious coupling is the left-hand concerto, 
and it is a great pity that the superlative 
and strangely neglected Michelangeli chose 
to back his wonderful performance of the 
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G major with Rachmaninov’s fourth con- 
certo, an inflated piece entirely punctured 
by proximity with Ravel. (H.M.V. @ 
ALP1538: @ ASD255.) Samson Frangois’s 
new coupling of the two Ravel concertos is 
the most successful (Col. @ 33CX1747: © 
SAX2394)—Perlemuter’s quite good Vox 
disc (@ PL9220) is now the only com- 
petitor, and by a familiar Vox package deal 
one gets the Pavane and the Menuet Antique 
wrapped up as well. Critical opinion has 
tended to favour the left-hand concerto, 
partly no doubt because it is the more 
serious work. This seems to me exactly the 
reason for questioning it closely. Ravel was 
always at his most inventive when concealed 
behind some mask; and though the left- 
hand work is a miraculous tour de force 
(always a dazzling quality), the G major 
provides Ravel with, instead of technical 
problems, the even more exciting stimulus 
of an artificial manner. His intense 
musicality was invariably released most 
richly through some means of artificiality— 
Watteau-Greek landscape of Daphnis, the 
sophisticated-sentimental Colette fairy-tale 
of L’Enfant et les Sortiléges, his Frenchman in 
Madrid postures, the time-travelling of Le 
Tombeau de Couperin or the magic-carpeting 
of Sheherazade. The concerto provided 
him with an ideal emotional filter. I wonder 
if this was what Constant Lambert had in 
mind when, getting hold of the wrong end 
of the right stick and beating Ravel with it, 
he called the woundingly beautiful tune of 
the Adagio “synthetic melody’’. Frangois 
plays the work with a fine rakishness and, 
in the Adagio, a nice sense of restraint that 
is the right cover for its tenderness; he does 
not, I think, achieve the quite special sense 
of poetry which Michelangeli revealed, 
making the jazzetry seem fully taken over 
by Ravel’s style, as it is, where Bernstein 
plays it as Ravel in Blue. Nevertheless, no- 
one can catch Bernstein in his comet-like 
progress through the finale—a_ blinding 
piece of virtuosity—and he cleverly couples 
the work to Shostakovich’s second concerto 
(Philips @ ABL3300: © SABL134). This 
makes his disc a winner. Shostakovich’s 
engaging piece has now become something 
of a “‘top pop’’ (at any rate as far as the 
gramophone is concerned—in some years 
of assiduous concert-going I have not yet 
heard a live performance). A Czech 
recording has now been followed by a Russian 
version—not surprisingly, for the piece’s 
simplicity and tunefulness chime well with 
Socialist Realist doctrine, always hard 
pressed to find good music that does. 
Michael Voskresensky is the soloist in the 
Czech reissue (Artia @ ALP173, with 
Sviatoslav Richter in excellent form with 
some of the very interesting Preludes and 
Fugues on the back); Shostakovich himself 
is the soloist on the Russian record. 
Voskresensky is at his best in the pretty 
Andante, which comes within an inch of 
shaking hands with Grieg, and in making 
something of the rather more mechanical 
finale. No apology need be made for the 
first movement, as bright, tuneful and 
inventive a movement as anyone has 
written in the last decade. It dogs everyone’s 
memory in our house, and even my small 
son of two-and-a-half dances to it. Both 
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Shostakovich and (presumably taking his 
lead) Voskresensky play the whole work 
quite simply—there is none of Bernstein’s 
watch-my-smoke brilliance, though Shosta- 
kovich has a manful drive to his playing and 
an absolute directness which is very appeal- 
ing. He plays the first movement fast and 
cool, with a bright, accurate touch, and 
brings to the Andante a calm sensibility that 
has nothing sentimental in it (Bernstein 
weeps). This is just a fill-up, however: 
three sides are taken up with Shostakovich’s 
long 11th symphony, The Year 1905 (MK 
@ MK201B/1-2). Apart from the beautiful 
opening, this is not one of Shostakovich’s 
real successes in the symphonic field that 
has been the scene of his greatest challenge. 
The “programme”, however slightly re- 
garded, has not helped him to solve the 
problem of an extended symphonic allegro, 
which he publicly declared had eluded him 
yet again in the fine 10th symphony (what 
about a new recording of the minor but 
engaging little 9th, by the way?). No. 12, 
I see, is about the year 1917, and Shosta- 
kovich has withdrawn it for revision—both 
bad signs with a musician whose unevenness 
is well-known. Composers should be allowed 
their bad works more generously: the man 
who could produce the 5th Symphony, the 
violin and ’cello concertos, the piano quintet 
and some of the string quintets is not to be 
taken lightly. 





CHANGE OF 
ADDRESS 
THE EDITORIAL OFFICE OF 
“THE GRAMOPHONE” 
has now moved to 


379 Kenton Road, Kenton, 
Harrow, Middlesex 


Telephone: Wordsworth 2010 











Mozart’s key sense was so distinctive that 
we can reasonably speak of (to take the 
obvious example) his G minor manner, 
pointing to the 40th symphony and the 
G minor string quintet and piano quartet 
as having an emotion in common. One 
should beware of this, however: Mozart 
is the most surprising of composers, and you 
can never predict his mood in any key or 
even be certain whether tears or gaiety are 
uppermost. Different artists can with reason 
find quite different interpretations of the 
same work, as J.N. felt when writing of 
Clara Haskil in Mozart’s C major piano 
concerto (K.415) and F major piano sonata 
(K.280): believing the works to be really 
more extrovert, he admired Mme. Haskil’s 
reading none the less. I am not so sure 


about the extroversion of these C major and 
F major works, despite their keys. Mme. 
Haskil does nothing wrong, whether by 
omission or commission: she does not, that 
is, play up pathos unduly because this 
happens to suit her own intense, introverted 
art. The subtlety of her rubato, as J.N. 
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said, is breathtaking: one recalls Liszt's 
image, @ propos rubato, of a great tree 
standing unshaken while every leaf flutters 
sensitively in response to the slightest 
suggestion of a breeze. That Mme. Haskil 
is not led to take this more inward, pathetic 
note by reason of inadequacy in the brighter 
virtues is effectively shown by her captiva- 
tingly innocent trip through Mozart’s A/,/ 
vous dirai-je maman variations. No “deeper 
meaning’”’ is grafted onto this pleasant 
diversion, but it is all a great deal more full 
of musical meaning than in many pianists’ 
hands. 

Nor is there much deeper in the way of 
meaning to be bled, by taking anxious 
thought, out of the performance of Mozart’s 
splendid two-piano concerto (K.365) to 
which Alfred Brendel and Walter Klien 
bring just the camaraderie that is its first 
requirement. They phrase sympathetically 
with each other and towards the music, and 
they have an exceptionally co-operative 
accompanist in Paul Angerer (Vox Q 
PL10780). There is a delight in detail, in 
the sheer pleasure of a leaping triplet figure 
or even a plain cadence, that is intensely 
Mozartean; for Beethoven these matters 
were often but bricks in the lofty edifice. 

Not many modern composers have 
managed to re-interpret the romantic big 
bow-wow piano concerto in 20th-century 
terms. Bartdk is outstandingly the most 
successful, and his 2nd and 3rd concertos, 
at least, have done well in the commercial 
sense. No. 3 was long the favourite; now 
No. 2 has drawn level with it. Certainly it 
is a tougher, more cogent work than the last 
concerto, but I confess to finding rather 
wearisome its battering explorations of the 
central theme (or rather fragment of, if 
you’ll pardon the expression, 12 notes), 
especially, as L.S. nicely puts it, when 
Barték seems to have had in mind for the 
pianist “huge hands with permanent built- 
in octave and thirds mechanisms’. Geéza 
Anda is so equipped; and he fights his way 
unscarred through the work with Ferenc 
Fricsay accompanying (D.G.G. @ LPM 
18611: © SLPM13811). Why has the 
3rd Concerto fallen a point from favour? 
Anda plays it persuasively—he certainly 
persuades me that it is not at all the piece 
of hastily assembled, anxiously popular 
Barték we are sometimes told it is. I suspect 
another case of the more difficult work 
earning greater respect. Indeed it is true 
that in many masterpieces one has, so to 
speak, to earn one’s deeper enjoyment and 
illumination by degrees, making some effort 
oneself. But to asume the converse is also 
true is a fallacy to which we critics are 
particularly prone. Having seen our pre- 
decessors wave away modern masterpieces 
with a light laugh, we are much too anxious 
to treat something that sets up a barrage of 
incomprehensibility with automatic respect, 
believing there must be richness within, and 
to rate lower the piece which wears a more 
inviting face. Bartdk’s third concerto is a 
comparatively light work, and it seems to 
me to be wearing better than its more 
serious partner. The textures alone make 
it a constant delight to the ear, and there is 
no noticeable lack of distinction in the 
imagination. 
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Chamber and Instrumental 


It is odd to find Supraphon issuing works 
by Stravinsky and Honegger (@SUF20036), 
for despite the recent invitation to Russia, 
Stravinsky is still a wicked renegade seduced 
by Diaghilev’s commercial cunning; while 
Honegger has actually written in the violin 
sonata of 1920 a first movement that is 
virtually atonal. Here we find Honegger’s 
most thickly wrought, masculine vein, and 
in its struggling way it comes off rather 
well; the other two movements are more 
diatonic, and indicate what the clarifying 
experience of Parisian life was to uncover 
in his music—a serener, more feminine 
lyricism, occasionally drawing on modal 
harmony and often appearing side by side 
with the masculine manner, as in King David. 
Ladislav Cerny and Joseph Palenicek play 
it excellently. Stravinsky’s piece is a very 
different matter, and the tunefulness of 
Le Baiser de la Fée survives through the 
orchestral divertimento to this violin and 
piano version with remarkable freshness 
(such is real craftsmanship). Ida Haendel, 
rather unexpectedly, is the soloist here, with 
Alfred Holecek. 


The combination of the two of the best 
Czech quartets, the Janacek and the 
Smetana, for Mendelssohn’s octet is a great 
success (Westminster @ XWN18856: © 
WST14082). I have not heard the mono, 
but the stereo sorts matters out into a 
beautifully clear texture in which everything 
in this wonderful score tells. No other 
composer, not even Mozart or Schubert, 
wrote so perfectly accomplished a work at 
the age of 16. Mendelssohn’s failure to 
mature according to his promise is one of 
the mysterious tragedies of music—he was 
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only too well aware of this, and was resolving 
to tackle the problem really seriously 
shortly before he died. The later chamber 
works show a touching reliance on the 
musical schemes that had once been so 
inspired. We may see them all in the octet 
—the busy, murmurous accompaniment 
over which a broadly arpeggiated tune 
uncoils, the tender slow melody that so 
often loses its way after the first few bars 
(symbol of the larger difficulty), of course 
the miraculous scherzos. The later chamber 
music is attractive; but may we not have 
a decent representation in the catalogue of 
the beautiful early quartets: only the E 
minor is available in full at present. These 
are fine works—delightful and intensely 
musical pieces which ought to find a wide 
public. One might add to these the A major 
string quintet; and the Op. | piano quartet 
has much to recommend it, including the 
very first Mendelssohn scherzo—not a bad 
one at all. 

Two more Julian Bream records help to 
redress the ridiculous state of affairs whereby 
we were unable to have anything at all by 
the most gifted of our younger instrumental- 
ists. He plays Villa-Lobos fetchingly—the 
preludes are some of the composer’s most 
attractive pieces, of those that I know—and 
some Torroba on Westminster @Q XWN 
18135. A mixed recital (R.C.A. @ 
RB16239) of the greatest appeal is notable 
especially for Lennox Berkeley’s sonatina. 
Bream had some hand in the layout, but 
the invention is genuinely based on the 
guitar and produces one of the composer’s 
freshest and most delightful works. The 
nature and possibilities of the guitar seem 
to have found the best in Berkeley’s 
charming style. 





BEETHOVEN SONATA SOCIETY 


The letter from Mr. A. Hart in the 
Correspondence column last month about 
the reissue of the volumes of Beethoven’s 
Piano Sonatas played by Artur Schnabel, 
will find agreement amongst many of our 
readers, and it may be of interest to recall 
the circumstances in which these celebrated 
78-r.p.m. discs originally appeared. Between 
1932-39, H.M.V. issued fifteen albums, 
under the title Beethoven Piano Sonata 
Society, containing Schnabel’s recordings 
of the thirty-two piano sonatas in the first 
twelve volumes, the remaining three being 
allotted to the Diabelli Variations and other 
pieces. The condition for joining the Society 
was an obligation to take the album and its 
records complete—records could not be 
purchased singly except when a registered 
subscriber had broken one and produced it 
as evidence for replacement. 

The first two albums of the Society were 
issued in an edition limited to a specified 
number of subscribers, after which distribu- 
tion ceased; but no such condition was 
imposed on the remaining volumes. All the 
H.M.V. and Columbia Society albums were 
withdrawn in January, 1955, and since then 
no orders have been fulfilled. The Society 
conditions were never imposed on R.C.A. 


Victor in America, or on associated com- 
panies in Europe. With the advent of the 
microgroove record in the U.S.A., R.C.A. 
reissued all the Beethoven Sonatas (but not 
the additional three volumes), rearranging 
the original order to fit the timings of LP, 
and if reissue takes place in Great Britain 
a similar rearrangement will, of course, be 
necessary. We understand that there is 
nothing in the artist’s contract to prevent 
the reissue, but if—as is by no means clear— 
any contractual obligations exist, these 
would be between H.M.V. and the original 
subscribers. As our readers will know, the 
Kreisler recordings of the complete Beet- 
hoven Violin and Piano Sonatas have been 
reissued here and in many other countries 
as part of ‘Great Recordings of the Century”’ 
series, as also the Glyndebourne recording 
of Don Giovanni, but at least one subscriber 
to the Beethoven Piano and Violin and 
Piano Sonatas has objected that his rights 
have been infringed. It appears that the 
objection, at least in respect of Schnabel’s 
Volumes | and 2, might be legally upheld: 
but it could also be held that with the 
cessation of the “ classical’’ 78-r.p.m. record 
H.M.V. could not be bound to its original 
undertaking, the gramophone industry 
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having taken a turn that could not have 
been foreseen by it, or by the members of 
the Society, over twenty years ago. 

It would seem very unfair that record 
buyers today should be deprived of the 
interpretations of one of the greatest 
Beethoven exponents of his age, especially 
in view of the fact that the discs have long 
been readily available overseas. If the 
original subscribers imagine the volumes 
can command a high price in the second- 
hand market they should be informed that 
the leading dealers in this field are only 
prepared to pay one shilling per record, even 
if complete with album and booklet. It 
would obviously be quite impracticable to 
communicate with all the subscribers: 
many are dead, others have long since 
changed their addresses or disposed of their 
copies of the records. Will those who do not 
come into either of the above categories let 
us know that they will agree to waive their 
rights and thus enable all who wish to do so 
to enjoy Schnabel’s great interpreations. 
We feel sure that they will be generous 
enough to give this assurance, and all the 
more so since they have nothing to lose and 
a lot to gain in the gratitude of music lovers 
today. ALEC ROBERTSON. 
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ORCHESTRAL 


ARNOLD. (a) Guitar Concerto, Op. 67. 
GIULIANI. (+) Concerto for guitar and 
strings. Julian Bream (guitar), with 

the Melos Ensemble conducted in 

(a) by Malcolm Arnold. R.C.A. @ 
RB16252 (12 in., 30s. plus 9s. 9d. P.T.). 
Julian Bream does everything, it goes 
without saying, that can be done for these 
two concertos. With the Giuliani piece I’m 
afraid that’s not quite enough—or at least 
not for me; guitar players will, I’m sure, 
find it absolutely enthralling. | Mauro 
Giuliani, who is not even mentioned in 
Grove, was born about 1780 in Bologna and 
lived until at least 1840. From 1807 until 
1820 he was in Vienna, where he enjoyed 
considerable success as a virtuoso on the 
guitar; this concerto was apparently written 


to show off his prowess to the Viennese soon 
after his arrival, for he gave its first perform- 
ance on April 8th, 1808—the year of 
Beethoven’s Pastoral, incidentally! It is a 
charming enough piece, with a slow move- 
ment in sicilianorhythm and a polonaise finale 
(the Viennese liked a little mild exoticism), 
but I cannot imagir’. myself often wanting 
to put this side of the record on, except to 
demonstrate Bream’s technique and musi- 
cianship. 

The concerto by Malcolm Arnold, on the 
other hand, does have a certain bitter-sweet 
individuality, even though I do not feel it 
is one of the best things he has written; the 
finale, in particular, seems to have been 
faked up simply because some sort of finale 
was obviously necessary. The other two 
movements are more sizeable, and say more. 
There are excellent ideas in the first move- 
ment, even if the second subject comes 
perilously close to kitsch, and the slow 
movement—a_ threnody for Django Rein- 
hardt—is most imaginative. This concerto 
was written for Julian Bream and he plays 
it magnificently, as do the Melos Ensemble. 
The recording is first-rate—clear but not 
at all clinical. J.N. 
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Have you noticed that the “Monthly Letter” 
now has a new feature on the back cover? 


It is a list of the best records 

of the month, and it is proving 
immensely popular. Quite obviously 
our readers like it, and are using 

it freely for ordering. 


IT HAS BEEN WHISPERED THAT THEY 
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ELSE. PERISH THE THOUGHT! 
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BEETHOVEN. Piano Concerto No. 3 in 
C minor, Op. 37. Alfred Brendel 
(piano), Pro Musica Orchestra con- 
ducted by Heinz Wallberg. Vox @ 
GBY11370 (12 in., 18s. 103d. plus 
6s. 14d. P.T.). 

This performance gave me real pleasure. 
Brendel plays with a mixture of heart and 
head that is most satisfying, to which he 
adds countless touches of pianism that 
delight. There are plenty of records of this 
concerto which give us pretty routine per- 
formances, where you don’t feel the inter- 
preter has any insight into the music that 
isn’t shared by others. Brendel does nothing 
to startle; what he does do is far more im- 
portant, he constantly throws light on the 
music by an interpretation that is clearly 
born of much thought about it and a deep 
understanding. The first movement is 
virile, the slow movement is most beautiful 
(I cannot imagine the solo opening better 
judged or more sympatheticaily played) and 
the finale goes at just the right speed, jaunty 
and pointed. 

Wallberg provides an adequate accom- 
paniment. The recording balances the 
piano properly with the orchestra and is of 
good quality. Altogether, this stands at 
least among the two or three best perform- 
ances of this much-recorded concerto 
(without arguing whether it might not even 
be at the top) and is strongly recommendable 
at any price, let alone this bargain one. 


"Ekde 


BEETHOVEN. Piano Concerto No. 5 
in E flat major, Op. 73, “Emperor”’’. 
Sergio Fiorentino (piano), Hamburg 
Pro Musica Orchestra conducted by 
George Hurst. Thirty-two Varia- 
tions in C minor, G.191. Sergio 
Fiorentino (piano). Saga @ X1D5047 
(12: in., 156. 10d. plus Ss. 2d. P.T.). 

BEETHOVEN. Piano Concerto No. 5 in 
E flat major, Op. 73, “Emperor”. 
Robert Casadesus (piano), Con- 
certgebouw Orchestra conducted by 
Hans Rosbaud. Philips @ ABL3379 
(12 in., 30s. plus 9s. 9d. P.T.). 


Selected Comparisons: 
Kempff, Berlin P.O., Kempen 


(7/55) @ DGM18131 
Solomon, Philh., Menges (1/56) @ ALP1200 
Gilels, Philh., Ludwig 


(11/57) @ 38CX1490: (10/58) @ SAX2252 
S.A., Krips 


Rubinstein, N.Y.S.A., 

(12/57) @ RB16045: (4/59) & SB2015 
Schnabel, Philh., Galliera (1/58) @ COLH5 
Curzon, V.P.O., Knappertsbusch 

(1/58) @ LXT5391: (10/58) © SXL2002 
Backhaus, V.P.O., Schmidt-Isserstedt 

s (4/60) @ LXT5553: © SXL2179 

The new Casadesus Emperor is un- 
expectedly dull and lacking in bravura. 
Remembering Casadesus’ old version which 
was remarkable for some wonderful left- 
hand work in the first movement, I was 
deeply disappointed, and I suspect that the 
uninspired conducting and orchestral play- 
ing had something to do with the soloist’s 
apparent lack of interest in every movement. 
To be competitive Emperors really do have 
to be better than this. 

Fiorentino is much more interesting and 
alive even though the disc is far from perfect. 
I have known and enjoyed this performance 
for some time in its version on Saga tape. 
Fiorentino is far from subtle. He charges 
into the last movement for example like an 
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express train and inevitably there is the 
occasional stumble, but how much more 
invigorating it all is than in Casadesus’ 
tepid account. The first movement even 
more shows what Fiorentino can do. His 
shading of tone-colour is never very 
expressive, but the brittle clarity of his scale 
passages is most exciting, and his rubato I 
find naturally sympathetic and spontaneous- 
sounding. 

But the slow movement is completely 
lacking in any “inner” quality. It passes 
muster but obviously Mr. Fiorentino could 
not wait to get his strong fingers into that 
finale. The orchestral playing too is 
variable. A more serious fault is a technical 
one near the end where at bar 333 there is 
an obvious tape-join, and a moment or so 
later the pitch which has been wavering 
relapses something like a quarter-tone for 
the reprise of the main rondo theme. If you 
can put up with that horror, the perform- 
ance is well worth considering as a bargain 
version particularly when the 32 Variations 
in C minor are included as a makeweight. 
The Variations show Fiorentino in a really 
roughshod mood, but after all it is the 
concerto that matters and that is certainly 
more vital than most other bargain versions. 
The recording of the piano is inclined to be 
clangy but this quality somehow suits the 
pianist. 


BEETHOVEN. Romances. No. | in G 
major, Op. 40; No. 2 in F major, 
Op. 50. Arthur Grumiaux (violin), 
Concertgebouw conducted by 
Bernard Haitink. Philips @ ABE 
10268: © SABE2028 (7 in., 11s. plus 
3s. 70. F.8.). 

This brings the number of available 
recordings of these sanctimonious little 
pieces up to eight, and I find it difficult 
to believe the number reflects the demand. 
Who buys them all? However, my job is 
to answer very different questions, and to 
report that Grumiaux plays them expres- 
sively, that he is rather prominently balanced 
on the stereo and outrageously so on the 


mono; the latter is to be avoided. The 
stereo produces agreeable sounds. R.F. 
BEETHOVEN. Overtures. Leonora 


No. 3, Op. 72b; Consecration of the 
House, Op. 124; Egmont, Op. 84; 
Grand Overture, Op. 115, ‘“‘Namens- 
feier’’?; Coriolan, Op. 62. Concertge- 
bouw Orchestra conducted by Eugen 
Jochum. Philips @ ABL3378: © 
SABL202 (12 in., 30s. plus 9s. 9d. P.T.). 
These are acceptable performances, if not 
in the class that makes you sit up and take 
special notice. But that comment is true 
of other records of collected Beethoven 
overtures, none of which is really outstand- 
ing, whereas Jochum has at least had the 
enterprise to include two great overtures 
that are badly neglected, the Consecration of 
the House and that for the Name-day (Namens- 
feier) of Kaiser Franz, to give it its full title. 
Jochum has evidently not read Tovey 
on the latter. ‘“This work does not deserve 
to be neglected; and when it is revived, it 
should be so played that it can be heard. 
As far as custom can be imputed to such 
rare events as its performance it is custom- 
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arily played too fast’’ (Essays in Musical 
Analysis, Vol. Four), and he goes on to point 
out that the composer’s direction for the 
main part of the work is allegro quasi vivace 
(“note the precautionary quasi’’). Jochum 
is, I think, too fast. But then, he is too fast 
elsewhere and I could not help reflecting 
that Klemperer’s broad speeds in Beethoven 
pay over and over again. The Introduction 
of the other neglected overture, The 
Consecration of the House, sounds trivial here 
after Klemperer’s immense performance of 
it. It totally lacks meaning and significance. 
Nor does that moment of magic after the 
passage for trumpets, timpani and bassoons, 
the quiet strings, sempre diminuendo, count 
for anything. 

To turn to the better-known overtures, in 
Leonora No. 3 Jochum doesn’t build his 
crescendos with enough strength (or is the 
recording a bit reticent when dealing with 
Beethoven’s enormous build-ups?). He is 
again perhaps just that fraction too fast and, 
not having the deliberate control of 
Klemperer’s slower speed, he relies on his 
trombones to give him the power. 

However, Egmont and Coriolan are 
excellent and all the performances, for that 
matter, are at least perfectly acceptable, if 
not great. The orchestral playing is a 
delight throughout and since two of the 
overtures don’t come our way every day, I 
think this as good a record of Beethoven 
overtures as any other, to be recommended 
if you want this selection. But it would be 
outclassed if Columbia brought together 
Klemperer’s performances on one disc. 

The quality of sound is good in both 
mono and stereo, but with the stereo the 
recording is balanced too heavily to the 
left-hand side of the orchestra and the 
right-hand speaker doesn’t pull its weight. 

"FFE. 


BRAHMS. Symphony No. 2 in D major, 
Op. 73. Tragic Overture, Op. 81. 
Philharmonia Orchestra conducted 
by Otto Klemperer. Columbia 
© SAX2362 (12 in., 30s. plus 9s. 9d. 
P.T.). Mono: 33CX1517 (4/58). 


Selected comparisons : 
N.B.C. S.O., Toscanini 
(5/59) (11/52) (R) @ RB16098 
Philh., Karajan (11/57) @ 33CX1355 
R.P.O., Beecham 


(6/60) @ ALP1770: (7/60) @ ASD348 
Columbia S.O., Walter 

(2/61) @ ABL3342: © SABL182 

V.P.O., Monteux (6/61) @ RB16241: © SB2110 

The mono of this appeared so very long 
ago that I had completely despaired of a 
stereo version of the same performance ever 
coming. Naturally one must not expect too 
much—no doubt E.M.I. would have been 
hotter on the ball had the recording been 
more brilliant—and from the start one 
notices the over-prominent oboes which 
T.H. noted in his review of Klemperer’s 
Third in stereo last month. 

But there is no question in my mind that 
this is the greatest, the most revealing per- 
formance of Brahms’ Second eyer recorded. 
That of course is a very personal opinion, 
but if as I do you find Klemperer’s Brahms 
says so much more than others’ and says it 
so refreshingly then there is little to worry 
about over recording. It is not so brilliant 
as that given to Monteux nor so warm as 
that given to Beecham, but on balance I 
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find it freer and more atmospheric than 
Walter’s, and certainly better than the mono. 

Doing my latest bout of comparing I was 
disconcerted that Walter, whose per- 
formance I still enjoy very much, is yet 
lacking in tension particularly in the first 
movement. More so than I had remembered 
and it is in the control of tension that 
Klemperer is particularly masterly. The 
opening of the symphony is completely 
subfusc. He lets it play itself until with the 
first sforzando at bar 58 and the following 
tutti he begins to reveal his massive strength. 
The very contrasts between lyrical and 
dramatic thus heightened will be discon- 
certing to some, and I myself in some moods 
prefer the honeyed warmth, the Italianate 
quality of Beecham’s stereo recording (the 
mono is a different performance that I do 
not find so happy). But Klemperer shows 
that this symphony is far more than a 
lyrical, less forceful cousin to the others. 
More than anyone, even Toscanini, he 
reveals the strength, yet there is affection 
and unfailing imagination in the phrasing, 
and so many of Brahms’s markings on the 
inner parts come out with natural clarity, 
giving the lie to the idea that Brahms’s 
scoring need sound thick and lumpy. 

But just as T.H. last month in his un- 
favourable notice of No. 3 gave a let-out 
for folk such as myself who find even 
Klemperer’s idiosyncrasies in Brahms stimu- 
lating, I in turn must make alternative 
recommendations for those who are put off. 
Beecham clearly for those who like the sun 
to shine in this symphony and do not mind 
speed-changes. Monteux if you like the 
repeat in the already long first movement 
and want the best recorded quality—a 
strong, intelligent reading, and Walter 
if you want something gentle and very sane. 

Even in stereo Klemperer retains the fill- 
up, a clean-cut account of the Tragic Over- 
ture which could tip the balance for some. 
Walter has the Academic Festival Overture, but 
the others give no extra. E.G. 


BRAHMS. Symphony No. 3 in F major, 
Op. 90. Tragic Overture, Op. 81. 
Berlin Philharmonic Orchestra 
conducted by Rudolf Kempe. H.M.V 
@ ALP1824: © ASD406 (12 in., 30s. 
plus 9s. 9d. P.T.). 

Symphony No. 3—Selected comparisons: 
Columbia S.O., Walter 
(2/61) @ ABL3343: © SABL183 
Philh., Klemperer 
(6/58) @ 33CX1536: (7/61) © SAX2351 

This is the most uninhibited Kempe that 
I have come across. A general impression 
has been made that he is an intellectual 
conductor, thinking more about the design 
of a movement than its emotional content, 
working to his climaxes with deliberation. 
This has doubtless stemmed from his Wagner 
conducting at Covent Garden. However, 
he clearly regards Brahms, in this symphony 
at any rate, in a very different way and this 
is altogether a very full-blooded perform- 
ance. 

He gets on with the first movement with 
any amount of brio (no repeat made, 
though) and even the following Andante has 
a hardly suppressed passion below its sur- 
face. The playing of the Berlin Philharmonic 
Orchestra, I need hardly add, is superb. 
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This is Brahms of the Walter kind rather 
than the Klemperer and your choice is likely 
to be between Walter and Kempe in this 
symphony—if you prefer the more intellec- 
tual grandeur of Klemperer, then the other 
two don’t come into it. 

I myself still prefer Walter, finding a 
sort of inevitability about his performance, 
a rightness in which no point of interpreta- 
tion ever disturbs my enjoyment, that I 
don’t quite get from Kempe, much as I 
enjoyed him. But that can only be a 
personal reaction and it would be unfair 
not to put Kempe’s performance in the 
Walter class. This record also contains the 
Tragic Overture, as does Walter’s, which 
increases the impossibility of recommending 
one above the other, for Kempe gives a fine 
performance of this too, built most excit- 
ingly. 

I listened to Kempe, one side in stereo 
and the other in mono and found both most 
satisfying. As far as sound goes, perhaps 
this HMV does even improve on the 
Philips/Walter—but there is little between 
them, even in this. I am sorry not to be 
more helpful! We are lucky to have two 
such fine performances to choose between, 
with Klemperer as a very different alterna- 
tive. a. 


BRAHMS. Piano Concerto No. 1 in D 
minor, Op. 15. Claudio Arrau 
(piano), Philharmonia Orchestra 
conducted by Carlo Maria Giulini. 
Columbia © SAX2387 (12 in., 30s. 
plus 9s. 9d. P.T.). Mono: 33CX1739 
(7/61). 

I recounted this performance’s merits last 
month, but hearing it again (even with the 
benefit of stereo) convinces me that fine as 
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some of Arrau’s playing is one would find 
it lying heavy on one’s record shelves rather 
than often on the turntable. It is odd to find 
Giulini sounding stodgy but really the 
opening tutti is just that and the increased 
sense of atmosphere with stereo cannot 
disguise it. Nothing is quite compelling 
enough, and for a stereo choice I would 
certainly go to Katchen' and Monteux on 
Decca in spite of Katchen’s occasional 
flashiness. Monteux holds the structure 
together superbly, and the Decca recording 
while losing nothing to the new Columbia 
in richness has considerably greater inner 
clarity. 


CHOPIN. Piano Concerto No. 2 in F 
minor, Op. 21. Barcarolle in F 
sharp major, Op. 60.; Alexander 
Uninsky (piano), Hague Philhar- 
monic Orchestra conducted by 
Willem van Otterloo. Philips © 
GBL5535 (12 in., 16s. 11d. plus 5s. 7d. 
P.T.). The item marked f is also 
available on ABE10114 (12/59). 

CHOPIN. Piano Concerto No. 2 in F 
minor, Op. 21 (rev. Cortot). 

FALLA. Nights in the Gardens of Spain. 
Clara Haskil (piano), Lamoureux 
Orchestra conducted by Igor Marke- 
vich. Philips @ ABL3340: © 
SABL173 (12 in., 30s. plus 9s. 9d. 
PEE.) 


Concerto No. 2—selected comparisons: 
Harasiewicz, V.S.O., Hollreiser 
(11/59) @ CFL1040: (10/60) @ SCFL116 
Rubinstein, New York S.A., Wallenstein 
(3/60) @ RB16183: © SB2067 
Falla, Nights—selected comparisons: 
Rubinstein, San Francisco S.O., Jorda 
(8/58) @ RB16067 
Soriano, Spanish Nat. Orch., Argenta 
(9/59) @ LXT5492: © SXL2091 
The differences between these two per- 
formances of Chopin’s Second Concerto are 
considerable and to some extent predictable. 
Uninsky is a thoroughly experienced expon- 
ent of Romantic Music, and I have never 
heard him play anything else. Clara Haskil 
was primarily a classical pianist, and I do 
not remember a previous Chopin disc from 
her. Uninsky sees the music as a vehicle for 
self-display and he finds beauty in numerous 
sections which he does not bother to relate 
to each other. Miss Haskil seems more 
anxious to project the music than herself, 
and more conscious that the orchestra is 
of importance, and she holds the various 
sections together with her almost classical 
approach to it. Thus Uninsky takes the 
second subject of the first movement very 
much slower than the rest, savouring its 
loveliness in a way that used to impress 
people but nowadays is liable to irritate. 
He tears through the finale with a great 
show of brilliance, but never thinks to 
“keep down’? when the orchestra has the 
tune (e.g. bars 80-120). You can sense how 
little he listens to the orchestra from the way 
he comes in a beat too soon over the clarinet 
solo in sixths (bar 310). The orchestra has 
a poor time of it on this disc, for most of the 
opening tutti is cut, and that means that 
we miss one of the best bits of scoring Chopin 
achieved. I find the cut indefensible and 
infuriating, especially as with only two 
movements on side one there was plenty of 
room for all the music. The fill-up on side 
two consists of what appears to be the 
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performance of the Barcarolle I reviewed in 
December 1959. The level is lower than in 
the concerto, and the piano sounds more 
distant and poorer in quality. The per- 
formance seems to me mannered and 
lacking in flow. 

It is surprising that Miss Haskil did not 
record more Chopin, for she was a pupil of 
Cortot’s, and on this disc she plays the 
concerto in a version for which Cortot was 
responsible. ‘There is certainly something 
to be said for touching up the scoring here 
and there, and many of Cortot’s ideas are 
excellent. He leaves the piano part alone, 
and the tuttis are scarcely changed. It is 
of course the accompaniments to the piano 
that need attention. Some of the bassoon 
counterpoints are doubled by the ’cellos, 
and this is very successful, for the bassoon 
on its own has little hope of being heard. 
But Cortot cannot resist putting in some 
quite unnecessary woodwind counterpoints 
of his own, and these seem to me a pity. 
But generally speaking he has made quite 
a good job of the rewriting, and the only 
question is whether or not you want to hear 
this concerto in a rewritten form. Several 
other people have had a go at it in the past, 
including Tausig, and, rather surprisingly, 
Messager, and one wonders if Cortot got 
any of his ideas from them. 

Markevich gets some spirited playing 
from the orchestra, and makes that opening 
tutti sound ravishing. In spite of all the 
music being included, Philips get all three 
movements onto one side, and the quality 
and balance are good. Miss Haskil’s playing 
is fascinating all through. She takes some 
of the bravura passages comparatively 
slowly, but they seem none the worse for it, 
and one is constantly aware of a new 
approach to this, as I think, entrancing 
music. 

I also very much enjoyed Nights in the 
Garden of Spain, an unexpected choice for 
this pianist. Perhaps the piano is allowed 
a little too much prominence in the balance; 
this work is not really a concerto, and the 
piano part, important though it is, should 
seem to be part of the orchestral sound. It 
does this on Decca’s Spanish recording with 
Soriano (Argenta conducting), but Miss 
Haskil is given full concerto limelight. In 
any case the new recording has far more 
clarity than the Decca, and this makes it 
the harder to catch the veiled nocturnal 
atmosphere so marvellously realised by 
Argenta. But there are compensations. 
Markevich whips up the tempo in the 
middle of the second and third movements, 
and, at the expense of atmosphere, the 
music sounds more exciting and eventful. 
Granted the validity of this almost extrovert 
approach, Miss Haskil does all that could 
be expected of her and more. This record 
in both mono and stereo has quality in 
every sense, and I do not see how you could 
fail to enjoy it. 
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DVORAK. °Cello Concerto in B minor, 
Op. 104. Gregor Piatigorsky (’cello), 
Boston Symphony Orchestra con- 
ducted by Charles Munch. R.C.A. 
@ RB16245: © SB2114 (12 in., 30s. 
plus 9s. 9d. P.T.). 


Selected comparisons: 


Starker, Philh., Susskind (1/59) @ SAX2263 
Rostropovich, R.P.O., Boult 
Vv 


(7/58) @ ALP1595: (5/61) © ASD358 
Rostropovich, Czech P.O., Talich 
(5/61) @ PLP139 

I found this an unsatisfying interpretation. 
There are extremely good moments in it but 
it seldom carried me along with enjoyment 
for any length of time. This is partly due to 
very wide speed variations, especially in the 
first movement, so that the music doesn’t 
hold well together. But more than that, I felt 
that Piatigorsky had thought so much about 
each section of the music, he was determined 
to give of his greatest, and was consciously 
putting too much into it. It seems, for 
example, that he wants to make his opening 
strong—but ends by making it heavy, and 
throughout the “expression”? seems to me 
to be put on from outside, rather than 
coming naturally from deep down inside, 
as it so evidently does with Rostropovich. 
There is, of course, some dazzling technique, 
but even here the playing is not so con- 
sistently effortless as that of his Russian 
rival. 

The recorded balance, as so often with 
this concerto, made me despair. The 
soloist is playing in your room, as loud as 
if he were there in person and as close; the 
orchestra comes up in the tutti passages but 
for the rest is mostly so covered by the 
soloist that detail is hopelessly lost. I 
wouldn’t like to say at how many levels I 
heard some of the woodwind, according to 
whether the soloist was in or not, whether 
the studio people thought a wind passage 
was important or not. This is one of the 
worst-balanced records of this concerto. 

No, this doesn’t displace Rostropovich, 
not by a long way in performance and not 
by a good way in recording. His is the 
performance of a lifetime, and if you are 
really hard up, the older recording of his 
with Talich, is very cheap; it is compara- 
tively dim sounding but still good enough 
to give a lot of pleasure. "EEE. 


MACDOWELL. Piano Concerto No. 2 
in D minor, Op. 23. 

PROKOFIEV. Piano Concerto No. 3 in 
C major, Op. 26. Van Cliburn 
(piano), Chicago Symphony Orch- 
estra conducted by Walter Hendl. 
R.C.A. @ RB16244: @ SB2113 (12 in., 
30s. plus 9s. 9d. P.T.). 

Prokofiev: 

Katchen, Suisse, Ansermet (3/54) @ LXT2894 
Lympany, Philh., Susskind (1/59) @ CSD1253 

Graffman, San Francisco S.O., Jorda 
(3/58) @ RB16037 
As every schoolboy knows (Macaulay’s 
famous opening is as inaccurate today as 
ever it was) Edward MacDowell was 

America’s first composer of stature. He 

wrote his two piano concertos in Germany 

in the 1880s when he himself was in his 
early twenties, and they should have been 
the splendid prelude to a career of the 
utmost brilliance. Unfortunately he did not 
develop. He died insane while still quite 
young, and in his last years he produced 
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little but popular piano pieces, of which 
To a Wild Rose used at one time to be on 
everybody’s piano. In America his longer 
works have been well represented in the 
gramophone catalogue for years, but 
nothing worthy of him has been available 
in this country for some time, and I 
thoroughly enjoyed hearing what I believe 
is considered his masterpiece, the Second 
Concerto. It has all the makings of a 
popular war-horse except that the tunes are 
not quite lyrical enough. In shape it is 
rather like Saint-Saéns’ No. 2, with a slow 
opening movement, and a scherzo in the 
middle that scintillates deliciously. This 
scherzo is almost in the Light Music 
territory, but the opening of the first move- 
ment is gravely beautiful and can only have 
come from a mind of real distinction. The 
indebtedness to Grieg, so apparent in 
MacDowell’s short piano pieces, is not much 
in evidence in this concerto. Both piano 
writing and scoring are extremely accom- 
plished. 

This MacDowell was the first concerto 
that Van Cliburn played in public—in 
1952, when he was 17, and he had the same 
conductor then, Walter Hendl, as he has on 
this record. He obviously believes in the 
music, and he gives it a splendid definitive 
performance of power and grace. I did not 
enjoy his Prokofiev quite so much, though 
it opens well. His tempi are consistently 
slower than Moura Lympany’s, and in the 
first movement he manages to rattle on 
agreeably without ever sounding rushed; 
Miss Lympany, I feel, tries to go too fast 
and is far from at ease. I also liked the way 
the orchestra played the lovely opening; 
Susskind, accompanying Miss Lympany, 
sounds superficial by comparison. But Mr. 
Hendl is at times rather a lethargic con- 
ductor, and there are a number of moments 
in this concerto, as in the MacDowell, when 
he sounds a fraction behind the soloist, 
notably at some of the orchestral entries. 

In the middle movement Miss Lympany’s 
quicker tempo has much more charm than 
Van Cliburn’s. The tempo must be 
dictated by the speed of the reprise near the 
end, when the pianist has to patter through 
some moto perpetuo chords against the tune, 
and it is no solution to play this final 
statement a good deal slower as Gary 
Graffman does. Van Cliburn finds the 
charm of the end, but only at the expense 
of the beginning; Miss Lympany shows 
that the faster tempo can sound delightful 
in both passages. I also thought Van 
Cliburn a little slow at times in the finale, 
though the way the movement keeps 
breaking into pieces is partly the conductor’s 
fault. The test passage is the memorable 
one in which the pianist appears to be 
imitating the sudden delightful squawks of 
tropical birds. This is in four-four, and 
marked to be played in the same tempo as 
the preceding lyrical music in three-four 
for orchestra alone, but Hendl takes this 
latter so rubato and makes so pronounced 
a rit. at the end of it that the piano solo 
in four-four sounds like the start of a 
different piece of music. Apart from the 
lack of continuity here, Van Cliburn is 
much too loud, as well as too slow; he 
seldom plays quietly in this movement. 
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Moura Lympany may lack Van Cliburn’s 
astonishing powers of articulation, but she 
seems to me more in tune with the quirky 
moods of this delicious music, and she is 
prepared to play quietly. She holds the 
finale together, makes the “‘tropical bird’’ 
passage link on to the rest, and her quicker 
quieter playing of it has infinitely more 
charm. Also I am inclined to think she is 
better recorded than Van Cliburn and the 
Chicago orchestra, who sound a little hard 
at times, in the stereo version. R.F. 


MENDELSSOHN. Symphony No. 4 in 
A major, Op. 90. “Italian”’. 

SCHUMANN. Symphony No. 4 in D 
minor, Op. 120. Philharmonia 
Orchestra conducted by Otto Klem- 
perer. Columbia @ 33CXI1751: 
. SAX2398 (12in., 30s. plus 9s. 9d. 


5 aaa 
Philh., Cantelli eee @ ALP1325 


Israel P. O., Solti 9) @ LXT5477: 
© SXL2067 ¥ (az/90) @ BR3004 
R.P.O., Beecham 12/59) @ EFR2021 


or (6/61) (7/$8} (R) @ EFL2507 
New York P.O. Bernstein (10/60) @ABL38265: 
@SABL138 


Schumann: 


P.P.O., Boult (7/57) @ NCT17007 
L.S.O., Krips 


(2/58) OL iia (8/60) @ SXL2223 

Detroit S.O., Paray (3/60) @ MMA11080 

Let me say at once that in both sym- 
phonies Klemperer in my view sweeps the 
board. The idea of a heavily monumental 
performance of the Jtalian, humourless too 
perhaps, of the kind that Klemperer could 
easily perpetrate did not appeal to me, and 
for a fraction of a second when I heard the 
opening of the first movement with the 
Allegro Vivace substantially slower than any 
current rival I thought my fears were going 
to be fulfilled. But when I say a fraction of 
a second I mean it, for from the very first 
violin entry there is a lift and lilt to the 
playing which makes the triplets more 
genuinely vivace than any amount of scam- 
pering of the kind we get on almost all of 
the other versions. Listen to the running 
triplets for the violins at the beginning of 
the development, and the pointing of the 
woodwind throughout the first movement. 
Indeed it was quickly obvious that the only 
serious contenders on performance were 


Cantelli and Beecham, and on recording of 


course Klemperer has it all the time. 
Where I would quarrel with Klemperer is 
on the way he speeds up for the coda with 
a jerk on the trumpet call. I even suspect 
an accidental inconsistency with a tape- 
join responsible, but it is a point which 
worries me only for a fraction of a second, 
and in general Klemperer outshines even 
Cantelli and Beecham in the exhilarating 
sparkle of the playing. 

Where my preference for Klemperer 
over even Cantelli and Beecham grows more 
pronounced is in the slow movement. Here 
again Klemperer deliberately chooses a 
slowish speed, not so slow that the steadily 
moving bass plods at all but slow enough 
for the moulding of phrases above to have 
the degree of flexibility which enhances their 
beauty and makes them sound as natural 
as a Bellini cantilena. Beecham suffers from 
a transfer on the 10 inch disc which is a 
shade flat (and which has not been recti- 
fied in the new EFL transfer with Beethoven 
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No. 8 as coupling) and therefore sounds 
depressing; Cantelli has flexibility but too 
often the bass is a fraction ahead. 

In the minuet Klemperer is the fastest 
of the three, but still the phrasing is immacu- 
late with a wonderful sweep not achieved 
by the others. I was surprised to note that 
Beecham was much more mannered than 
I remembered and by modern recording 
standards the strings are seedy. In the 
saltarello Klemperer comes somewhere 
between Cantelli who is frantically fast and 
very exciting and Beecham who is very 
neatly pointed. Where Klemperer scores 
over both is in the contrast between the 
tuttis and the many passages where 
Mendelssohn has the lightest of scoring and 
allows the flutes or some other instrument 
their solo display. In this the more modern 
recording helps of course, but listen to the 
control of Klemperer’s crescendos. I hope 
I have made it clear that for me at least 
Klemperer has the best of all worlds, giving 
the symphony fresh breadth and greatness 
but allowing Mendelssohnian charm full 
rein. Over and over again Klemperer’s 
shaping of a phrase would make all but 
Beecham seem flat and unimaginative. 

The same is true of the Schumann sym- 
phony, and there with all the deletions over 
the last few years the competition is thin, 
Paray ruling himself out with a hard, un- 
yielding approach and Boult with poor 
discipline and unsteady recording. Klem- 
perer starts comparatively fast so that it 
hardly seems a slow introduction at all, but 
then the qualifying word in the marking 
ziemlich langsam (fairly slow) allows plenty of 
latitude. I am still not entirely convinced 
but once the Lebhaft begins, the speed this 
time on the slowish side, one sees the strength 
of Klemperer’s conception. The trombone 
call at the beginning of the development is 
wonderfully exciting and the appearance 
on the high strings of what I always think 
of as the Tom Bowling theme is exquisitely 
sensitive but in no way mannered. I am 
glad too that Klemperer takes the repeat 
in the first movement which gives the 
deliberately lop-sided structure of the move- 
ment more sense of size as though this is a 
conventionally complete first movement. 
Josef Krips by contrast chooses more 
conventional speeds throughout, the playing 
of the L.S.O. is nicely turned, and he con- 
ceives the work as a lighter-weight piece 
altogether. 

The contrast is rather different in the 
short slow movement where Krips is very 
slow with ample rubato, while Klemperer 
is on the fast side, much simpler but beauti- 
fully poised. In the third movement, 
following his apparent pattern of taking 
allegros slow and andantes fast, Klemperer’s 
speed is rather deliberate. With such a 
heavily marked theme as that at the opening 
this runs the danger of seeming ponderous, 
but Klemperer in every note shows how 
genuinely compelling the theme can be 
(the tremolo of the strings beautifully clear) 
and then can relax more genuinely at his 
speed for the more lyrical following sections 
with the deliberate fragmentation of the 
trio sounding natural and inevitable. 

Only in the finale does Klemperer allow 
a really fast speed, but there in turn 
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it is still immensely forceful and delicately 
pointed. The brass is superbly Wagnerian- 
sounding, even if there is room to differ and 
to prefer the deliberately light-weight 
approach of Krips. For my own benefit [ 
also included the now deleted Karajan 
version in my comparison, but that too, at 
times over-mannered, only reinforces my 
preference for Klemperer. The E.M.I. 
recording is warm and forward-sounding, 
particularly in the stereo version, with a 
much more natural atmosphere in both 
works than rival recordings. E.G. 


MOZART. Serenade No. 13 in G major, 
K.525, “Eine kleine Nachtmusik”. 
Ave, verum corpus, K.618+. Ger- 
man Dances: K.602, No. 3; K.600, 
No. 5; K.605, No. 3. 

HANDEL. Water Music Suite (arr. 
Harty). The item marked { with the 
Singverein der Gesellschaft der 
Musikfreunde and Philharmonia 
Orchestra, the remainder with the 
Berlin Philharmonic Orchestra all 
conducted by Herbert von Karajan. 
Columbia © SAX2389 (12 in., 30s. 
plus 9s. 9d. P.T.). Mono: 33CX1741 
(7/61). 

In stereo the heavy reverberation of the 
Berlin studio sorts itself out rather better, 
and to that extent this essentially “big” 
performance of Eine kleine Nachtmusik is 
more acceptable. But I would still only 
recommend this to those who know and 
like Karajan’s mannerisms in Mozart. The 
acoustic suits the German Dances and the 
Water Music much better, and _ there 
Karajan’s style is less mannered. In stereo 
the discrepancy of the Vienna recording of 
tne Ave Verum comes out particularly plainly 
with an odd foreshortened effect as though 
the soloists are in mono and rather close 
and the orchestra alone in stereo. In any 
case the sentimentality of the performance 
quickly palls, though I must say again that 
no doubt many who fancy this coupling 
will have no purist qualms. E.G. 


MOZART. Serenade No. 7 in D major, 
K.250, “Haffner”. Vienna Philhar- 
monic Orchestra conducted by Karl 
Miinchinger (with Willi Boskovsky, 
violin). Decca @ LXT5632: 6 
SXL2272 (12 in., 30s. plus 9s. 9d. P.T.). 
Bamberg S.O., Leitner (1/61) @ 478092 

This new record of the Serenade avoids 
the two main faults of the older one; the solo 
violin is well balanced with the orchestra, 
the whole sound is bright and alive. As J.N. 
rightly said when reviewing the Heliodor 
disc, “ideally the player (the solo violinist) 
should also be the leader of the first violins, 
merely emerging from their corporate tone 
to make his own individual contribution”. 
This is just what happens here. Willi 
Boskovsky is the leader of the Vienna violins 
and he does sound as if he is playing from 
that position. 

As to the recording, the Heliodor sounds 
very old and faded beside this one. All the 
varied colour of Mozart’s orchestration is 
here, the touches of oboe, the brightness of 
trumpets—not to mention the lovely tone 
of the Vienna strings. The balance, in fact, 
is ideal throughout. 
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The performance cannot easily be faulted. 
It is always alert and stylish (the Bamberg 
players, for all their ability, do not always 
play so tautly nor is their ensemble always 
quite impeccable), yet it is easy-sounding 
and flexible. Cadenzas are inserted in all 
the right places. The Rondo gives us some 
utterly delightful playing (this is a move- 
ment where the Bambergers give us less than 
perfect ensemble and rhythm) and the only 
blemish to our English ears is the disagree- 
able and awkward-sounding oboe soloist in 
the last Andante—the Viennese always seem 
to have liked this sort of oboe playing. 
Personally I think the final Allegro assai just 
that fraction too quick in both perform- 
ances, but it undoubtedly makes a 
brilliant ending and the string players do 
bring it off. 

Comparing the two performances I must 
fairly say that the Bamberg orchestra does 
very well, if not quite as well as the Vienna 
Philharmonic. Comparing the recordings 
—well, there is no comparison and the only 
thing that now commends the Heliodor disc 
is its very modest price. Yet the difference 
of quality is so great in this instance that I 
would still strongly recommend this Decca 
record. "EE. 


RACHMANINOV. Piano Concerto 
No. 2 in C minor, Op. 18. Preludes: 
No 4 in D minor, Op. 23, No. 3; 
No 7 in E flat major, Op. 23, No. 6; 
No. | in C sharp minor, Op. 3, No. 2. 
Philippe Entremont (piano), New 
York Philharmonic Orchestra con- 
ducted by Leonard Bernstein. 
Philips @ GBL5579 (12 in., 16s. 11d. 
plus 5s. 7d. P.T.). 

RACHMANINOV. Piano Concerto No. 2 
in C minor, Op. 18. Preludes: 
No. | in C sharp minor, Op. 3, No. 2; 
No. 7 in E flat major, Op. 23, No. 6. 
Joyce Hatto (piano), Hamburg Pro 
Musica Orchestra conducted by 
George Hurst. Saga @ XID5045 
(12 in., 15s. 10d. plus 5s. 2d. P.T.). 
Concerto—selected bargain issues: 

Katchen, N.S.O., Fistoulari (8/51) (R) @ ACL6 
Richter, Leningrad P.O., Sanderling 
(6/61) @ PLP134 

Entremont’s performance of this concerto 
might be a better one if his head had more 
control over his fingers. As it is, he dashes 
off at every excuse at speeds that cannot 
be played with clarity and conviction and 
which, of course, allow no chance for a 
later pi mosso (though he does sometimes 
attempt even this). Frankly, I have never 
heard a performance of this concerto so 
rushed and scrambled. Bernstein keeps 
with him most of the way, though he is 
left standing at one sudden new speed in 
the first movement and the ensemble goes 
to bits while orchestra and conductor do a 
sprint to catch up. 

The slow movement (such of it as is 
slow, that is, for you can guess what happens 
to the rest) often sounds mechanical and I 
got exceedingly tired of that old expressive 
dodge of always lingering on the last beat 
of a bar, bar after bar and to such an extent 
that it becomes a caricature. Whether 
Bernstein was dutifully copying his soloist 
or likes it too, I cannot tell, but he does the 
same thing excessively. 
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If Joyce Hatto had Entremont’s big 
manner and a good deal more authority 
than she shows here, she would give a 
performance of more presence. At least she 
keeps her head—too much so. And one 
wonders, noticing the way some difficult 
bits of the finale are slightly held back, 
whether her technique is really on top of the 
difficulties of this music. Why, too, does 
she slightly spread the solo opening chords 
of the concerto? She shows a musical 
sense of give and take with the orchestra 
but it remains a small, rather pallid per- 
formance. 

The recording does not in general catch 
enough of the piano’s bass (those lowest 
notes of arpeggio accompanying are essential 
and so satisfying to hear), unless it is that 
they are not played with adequate sonority, 
and the range of tone is small. There is a 
bad tape join in the second movement 
(and a suspect one in the first). 

The two  cheaply-priced alternatives 
listed above are preferable to either of 
these new ones. Katchen was expert at 
this concerto even in 1951, of course, and 
the Ace of Clubs reissue sounds very well. 
Richter’s performance on the Parliament 
label is absolutely marvellous if you like 
his interpretation; anyway, one can hardly 
resist such piano playing. : 


SCHUBERT. Symphony No. 8 in B 
minor, D. 759, “Unfinished”’. Rosa- 
munde, D. 797: Ballet No. 1 in B 
minor; Ballet No. 2 in G major. 
Royal Danish Orchestra conducted 
by George Hurst. Saga @ XID5029 
(12in., 15s. 10d. plus 5s. 2d. P.T.). 

George Hurst treats the opening move- 
ment as a straight allegro first movement, 
taking a swift speed and maintaining it 
throughout. This is a perfectly reasonable 
view and it can be argued that many 
conductors have tended more and more to 
turn the movement into an emotional tone- 
poem. At this speed, however, the opening 
violins must play their semiquavers really 
pp and with a touch of mystery, whereas 
here they sound unsympathetically matter- 
of-fact. If you want to see if you like this 
interpretation, therefore, it will be as well 
to try quite a bit of it first. The first move- 
ment repeat is observed. 


In the second movement there is a very 
nice string sound and line and the recording 
is of good quality and well-balanced (except 
that the pizzicato double-basses in the 
second movement are not clear enough). 
The first clarinet is sometimes extra- 
ordinarily reticent—in the solo that follows 
the oboe towards the end of the second 
movement I thought at first that he hadn’t 
come in and I noticed in the Rosamunde 
overture that he was sometimes softer than 
the second clarinet. 


The well-known G major Ballet Music 
goes along with appropriately light strings 
and it is good to have the less-known 
B minor piece as well. But the B flat 
Entr’acte, advertised cn the sleeve, is not 
on the record at all. Perhaps they made the 
sleeve before they had discovered how.much 
they could get on to the disc (and it is 
certainly a generous enough helping as 
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it is) but nevertheless one must deplore 
the advertisement of something the record 
doesn’t contain. 

A good bargain record—if you like the 
first movement of the symphony played as 
it is here. TEL 


RIMSKY-KORSAKOV. (a) The Snow 
Maiden: Introduction; Birds’ dance; 
Tsar Berendey’s Procession; Dance of 
the Tumblers. (b) The Tale of the 
Tsar Saltan: ‘Tsar Saltan’s March; 
Introduction to Act II; The three 
wonders; Introduction to the last scene. 
U.S.S.R. Radio Symphony Orch- 
estra conducted by (a) Alexander 
Gauk and (b) Nicolai Golovanov. 
MK @ MK1529 (12 in., 30s. plus 
9s. 9d. P.T.). 

The very look of this record made me 
suspicious of its playing time, so I put a 
stop-watch on as I listened. The Tsar Saltan 
side is perhaps not unreasonable at just over 
18 minutes; the reverse is ridiculous at only 
a few seconds over 11 minutes. The more 
so as this side, The Snow Maiden, has con- 
siderable surface, some reverberation on the 
musical sounds and no real quality to it at 
all. 

The other side is enormously better, it is 
true, but I think that a disc with so many 
drawbacks is not worth detailed considera- 
tion, especially as it is issued at full price. 
The sleeve note, by the way, does that most 
tiresome thing—gives a synopsis of the plot 
of each opera but doesn’t tell you where the 
music you are listening to comes in or how 
it relates to the plot. I mention this because 
it is a failing of several companies when 
issuing orchestral excerpts from operas. 

T 


SCHUMANN. Piano Concerto in A 
minor, Op. 54. Carnaval, Op. 9. 
Sergio Fiorentino (piano), Hamburg 
Pro Musica Orchestra conducted by 
George Hurst. Saga @ XID5001 
(12 in., 15s. 10d. plus 5s. 3d. P.T.). 

A previous disc by Sergio Fiorentino 
(Chopin waltzes) was not liked by A.R., 
and I cannot report very favourably on this 
one. He has strong, agile fingers, but he 
plays as though he were a little too proud 
of them, and the Schumann Piano Concerto 
is not one to prosper under exhibitionist 
treatment. In both this work and Carnaval 
changes of tempo often seem to me exagger- 
ated, and there is a lack of real musicianly 
feeling. Thus there is some altogether 
excessive bustling in the cadenza of the 
concerto, while in Carnaval several move- 
ments seem to me too fast; “Valse Noble’’, 
*“Coquette’’,‘‘Estrella’’ and “Reconnaissance” 
for a start. The last named lacks delicacy 
and charm, as does ‘‘Lettres Dansantes’’ 
which is far too heavy-handed for Schu- 
mann’s leggierissimo. Mr. Fiorentino ignores 
the Meno presto in “‘Pantalon and Columbine’’, 
which I take to represent Columbine (Annie 
Fischer, whose performance otherwise I like 
very much, ignores this too), and for reasons 
best known to himself turns an ff towards 
the end of “Promenade” into a p. There is 
plenty of dash in some of these pieces, and 
I like the way he makes “‘Chopin’”’ lead into 
the next piece without any break (ae 
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does this too), but there are a number of 
instances of insensitivity; for instance, he 
virtually ignores the Adagio markings in 
“Florestan’’ where Schumann quotes from 
his own Papillons and obviously wants a 
nostalgic, dream-like approach. Neither the 
sleeve nor the label provides the listener 
with the names of the various pieces, and 
they surely help one’s enjoyment. A worse 
defect is the quality, a little hard in Carnaval 
and definitely poor in the Concerto, where 
the violins (too near the microphone) sound 
stringy and hard, and the woodwind too 
distant. The clarinet solos in the first 
movement are barely audible, and _ all 
through unimportant string accompani- 
ments are liable to intrude. 

I have reviewed another and _ better 
record of Carnaval in the Instrumental 
Section this month. RF. 


SCHUMANN. °Cello Concerto in A 
minor, Op. 129. 

TCHAIKOVSKY. Variations on a 
Rococo Theme, Op. 33. Mstislav 
Rostropovich (’cello), Leningrad 
Philharmonic Orchestra conducted 
by Gennadi Rozhdestvensky. 
D.G.G. ® LPM18674: s] 
SLPM138674 (12 in., 30s. plus 9s. 9d. 
Pea): 

Coupled as above: 

Fournier, Philh., Sargent (5/59) @ SAX2282 
Schumann—selected comparisons: 

Cassad6, Bamberg S.O., Perlea 


(6/58) @ PL10210 
(2/59) @ 33CX1579 


(4/57) @ PL9360 
Gendron, Suisse, Ansermet (6/58) @ LW5323 
Rostropovich and the Schumann 
Concerto have so far enjoyed, or rather 
suffered, a chequered career. First there 
was the recording with Sargent and the 
Philharmonia: a magnificent disc, alas 
deleted. (Rumour has it that Schumann 
doesn’t sell—apart from the Piano 
Concerto). Then came the Moscow per- 
formance, released first on Parlophone 
then on MK, both of which L.S. found 
extremely poor because of the rough 
orchestral playing and bad recording. The 
versions by Fournier and Starker were both 
infinitely preferable, yet admirers of the 
Russian ‘cellist must have felt unhappy 
about his ill luck. Surely they will now 
rejoice in this new D.G.G. disc, available 
in excellent mono and superb stereo, in 
which Rostropovich is accompanied with 
expert care by one of the crack orchestras 
of today, the Leningrad Philharmonic. 
There is one other stereo version, of 
course. Fournier’s noble and vigorous 
interpretation is not to be lightly brushed 
aside, and he too enjoys a first-rate accom- 
paniment from the Philharmonia and 
Sargent. The difference between Fournier 
and Rostropovich is not in the quality of 
their playing, for both are magnificent 
artists endowed with a full measure of 
meticulous musicianship; it lies rather in a 
decided contrast in temperament, com- 
parable in some respects to the two sides 
of Schumann’s own nature. In his early 
writings he personified these as Florestan 
(a strong, almost vehement character) and 
Eusebius (gentle and mild) with the idea 
of showing that there are two sides to every 
human being. 


Starker, Philh., Giulini 
Tchaikovsky : 
Cassad6, V.P.M., Perlea 
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Fournier, with his passionately marked 
accents, his straightforward, clear-cut 
approach, his rich and powerful tone, 
seems to be Florestan; while Rostropovich, 
touching his top notes with tenderness, 
dreaming through that fantasia-like section 
leading back to the recapitulation, evokes 
the shade of Eusebius. If you think this is 
an altogether too fanciful comparison, 
play the first movement in each version 
and listen especially to the way in which 
the two ’cellists handle the development 
section, especially the return referred to 
above. You will be amazed at the differ- 
ence in approach; yet both are such great 
artists that they seem to hypnotize the 
listener into believing that what he is 
hearing at that moment is the only possible 
interpretation. 

The double-stopping in sixths is rather 
more successful in Rostropovich’s per- 
formance of the slow movement: the 
balance is not quite so good in the H.M.V. 
disc. Fournier sounds happier in the finale, 
however, and he succeeds in combining 
brilliance and heroics while Rostropovich 
still manages to stress the lyrical aspect of 
everything. Here there is little to choose 
between tempi, as in the slow movement: 
it is in the first movement that Rostropovich 
is noticeably slower, more deliberate, more 
mystical than Fournier. 

Rozhdestvensky is a sensitive and reliable 
conductor, as expert an accompanist as 
one could wish for, and his orchestra does 
all that he desires. The soloist (as in the 
H.M.V. recording) is slightly to the right 
of centre and the stereo sound almost 
tangible in warmth. D.G.G.’s mono disc 
is also very fine. The Tchaikovsky Varia- 
tions, although of less musical interest than 
the Schumann, are brilliantly performed by 
both ’cellists, although once again there is 
more of an edge to Fournier’s reading and 
a winningly whimsical quality in the 
version by Rostropovich. I think the choice 
really depends on the kind of temperament 
you most favour: Florestan or Eusebius. 


DiS. 


STRAVINSKY. Concerto in E flat 
major for chamber orchestra, 
“Dumbarton Oaks”. Haydn Orch- 
estra conducted by Harry Newstone. 
Saga @ EFD1501 (7 in., 8s. 3d. plus 
2s. 84d. P.T.). 

It has long astonished me that Dumbarton 
Oaks (so-called merely because it was 
written there) has been missing from our 
catalogues. It is a charmer of a piece, full 
of Stravinsky at his most elegant and 
fastidious, scored with extraordinary mastery 
and full of vitality. I know that everyone 
will not agree with this. (When I conducted 
it once the then Music Critic of The Times 
wrote, in my favour, about my “merci- 
less exposure of the aridity of Stravinsky’s 
Dumbarton Oaks concerto’’ as though I had 
put it in the programme for that reason!) 
But let them try it half-a-dozen times, as 
they can now do, and I am sure most will 
fall for the charm and vitality. Saga have 
done well to give us a recording. 

The first requisites for its performance 
are a team of absolutely first-rate players 
and a conductor with a clear head and taut, 
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yet flexible control. That one finds on tiris 
record and I enjoyed it thoroughly. Perhaps 
the first and second movements are just a 
fraction fast; I know they are played as 
near as maybe to Stravinsky’s metronome 
marks, but if they are taken easily in speed 
and manner the first movement gains in 
rhythm, the second in pointed style. I do 
feel very strongly that the brief coda to the 
first movement should be played in strict 
tempo, especially as Stravinsky has taken 
the trouble to mark it l’istesso tempo as well 
as quaver equals quaver, and I feel this, 
even though I have a vague notion at the 
back of my mind that the composer himself 
takes it as Mr. Newstone does. There are 
two sections of the finale played twice and I 
at first thought that Saga were giving us 
some extra tape for our money, but I read 
on the sleeve that the repeats are authorised 
by Stravinsky—they certainly fill out the 
movement to a proportionate length. 

The sound is extremely clear and well- 
balanced (except for a too-near clarinet 
once or twice). There has to be a break in 
the middle movement but it is made at a 
place that should upset nobody. 

Perhaps I should add, for the benefit of 
those who don’t know this work, that it is 
a concerto for orchestra, with no soloists— 
everyone has to be of solo calibre—written 
for a chamber ensemble of only five wind 
instruments and ten strings. I think it is a 
gem and a complete charmer. TH. 


TCHAIKOVSKY. Symphony No. 4 in 
F minor, Op. 36. Philharmonic 
Symphony Orchestra of London 
conducted by Artur Rodzinski. 
Whitehall @ WH20030 (12in., 16s. 
114d. plus 5s. 64d. P.T.). 


Bargain issues: 
U.S.S.R. S.0., Ivanov 
Belgian R.O., Andre 


(11/59) @ 479015 


(10/54) (3/60) (R) @ GMA6 
Hague P.O., Otterloo (9/60) @ GBL5538 
Suisse, Denzler (6/61) @ ACL127 

The choice in bargain ‘Tchaikovsky 
Fourths is rather complicated, and this new 
issue does not entirely solve things, though 
on balance I think it would be my personal 
preference if only for the delicious pointing 
of the drunken peasant episode in the trio 
of the third movement. There Rodzinski 
makes Denzler on the Ace of Clubs disc 
reviewed by J.N. in June sound plodding, 
but Decca certainly provides _ better 
recording than Whitehall. I would fault it 
principally on the strange balance adopted, 
with the woodwind ridiculously forward. 
Admittedly the woodwind players are the 
most stylish members of this pseudonymous 
orchestra, but it is disconcerting when the 
clarinet swamps everything with his first 
entry in the finale. 

But the defect must not be exaggerated 
and once I had got used to the unrever- 
berant acoustic I was certainly able to enjoy 
the performance. Rodzinski is tauter than 
Denzler throughout not only in the excite- 
ment of the tuttis but in the quieter passages 
where the London orchestra’s pointing is 
more stylish—even if the strings do not 
always live up to their colleagues’ standard. 
Rodzinski, rightly I think, takes the opening 
of the slow movement very simply and 
lightly avoiding the heavy rubato that both 
Denzler and—more surprisingly—Otterloo 
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The finest 
compromise 

in the 
world ! 





Facing the fact nothing in series production is made regardless 
of ultimate cost, every manufactured article is a compromise. 
What matters, is ‘how much of one?’ 


There are better tape recorders than the new Brenell Mark 5 
type M, but not many and not much. This new machine of 
ours is basically the well-established and highly-reputed 
Mark 5, but incorporates certain refinements and facilities 
which many an enthusiast will welcome. The fact that it is 
not a radical departure, either in specification or functional 
styling, results from our policy of making a very good 
thing . . . and making it in such a way that by development 
even higher standards of performance and dependability 
may be offered. 


88 gns buys much more than the features listed. It buys 
integrity and craftsmanship in design, component manu- 
facture and individual assembly. The kind of quality these 
represent is so very close to perfection yet so comparatively 
inexpensive that one would need more affluence than critical 
concern in order to fault it. 


A demonstration will show ‘the finest compromise in the 
world’ to be a supportable and worthwhile claim. And if 
your demands or price inclination are more modest, the 
original Mark 5, at 64 gns, continues to be available. 


Separate recording and replay heads and amplifiers. The 
replay amplifier may be used for tape monitoring during 
recording; the tape passes across the replay head a fraction 
of a second after recording. 


Frenell 
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88 GNS. 


40-20,000 c/s +3 dB at 15 ips 
40-18,000;c/s +3 dB at 73 ips 
40-13,000;c/s +3 dB at 33 ips 
40- 7,000 c/s +3 dB at 1j ips 
Amplifier response 40-25,000 c/s +3 dB 
Superimposing and mixing facilities 
Recording level meter 
Adjustable rotary tape guide to ensure even tape winding and 
which reduces drag on rewind. 
3 INDEPENDENT MOTORS including the hysteresis 
synchronous main motor with a balanced outer rotor and 
heavy statically and dynamically balanced flywheel. 
WOW AND FLUITER Below .05% at 15 ips 

Below .1% at 74 ips 

Below .15%‘at?3? ips 

Below .25% at.1{ ips 
FREQUENCY CORRECTION at 15, 73, 3} and 13 ips 
INTERNAL SPEAKER 9” x 5’ elliptical 
EXTRAS: 


Crystal microphone: £3.3.0 
Ribbon microphone: £10.2.6 


Frequency response 


MARK 5: 64 GNS. MARK 5 STEREO: £99.12.0. MARK 5 DECK: 
28 GNS. 3 STAR: 58 GNS. (} track model available). 3 STAR STEREO: 
89 GNS. (additional } track replay facilities available at £12 extra). 


Send for leaflet MG/I to sole manufacturers: 
BRENELL ENGINEERING CO. LTD., la DOUGHTY STREET, 
LONDON, W.C.I. Chancery 5809. Holborn 7358 
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. HERODIADE/JONGLEUR-VALLIN-II est doux, 


Some of the wonderful Special Records 
of Golden Age Singing 
Available from Henry Stave & Company 


LP’s 

ee ee ie lui, VALLIN-Roi de Thule, Bijoux, 
VALLIN, MAISON, LAFONT, Trio finale, VILLABELLA-Salut o mon 

dernier, Paresseuses Filles, Monologue de Faust, PERNET-Veau 

d’or, TIRAXRD & BiLtot-Scene de I’eglise, TIRAND & VILLA- 

BELLA-Duo de la prison, VILLABELLA—Salut demeure, PERNET 

~—Serenade de Mephisto, Rouard—Mort de Valentin. 


. CARMEN-CernaAy-Habanera, SuperviA—-Chanson Boheme, Air 


des Carbes. VALLIN-Sequedille, C’est toi (with FRIANT), ENDREZE 
-Toreador, De_mas—Air de Micaola, FRIANT-Air de la fleur, 
FRIANT & ROLLAND—Parle moi de ma mere. 


- MIGNON/HAMLET-VaLLin-Connais tu, Elle est aimee, Duo 


des hirondelloz (with LAFONT), As-tu su offert? (with LAFONT), 
BiLLot-Berceuse, DURDINO-Elle ne croyait pas, BERTHRAND-Io 
son Titania. ENDREzE-Spectre Infernal, B1LLot—Le vin dissipo, 
Norena-Scene de la folio, ENDREZE~-Comme une pale fleur. 
VERDIERE-Ne 
puvant reprimer, BILLOT—Vision fugitive, ENDREZE-Salome 
laissue-moi, TESSANDRA—Ne me refuse pas. FRIANT—Air de joan, 
BiLLot-Air du prieur, Romance de la Sauge, FRIANT, BOURDIN, 
Dupre-Scene finale—Arriere tous. 


- PAGLIACCI/BOHEME-Rovarp-Prologue, FRIANT-Avec moi, 


Luart & Bourpin-—Due Nodda, Silvie, MICHELETTI-Pauvre 
Pagliacci, Serenade d’Arlequin. VALLIN-On m’appelle Mimi, 
SupeRviA-Valse de Musette, Dupre-Air de Collino, VILLa- 
BELLA—Che gelida manina, Ah Mimi non piu (with Bourdin). 

TALES HOFFMANN/ROI MALGRE LUI-MIcHELETTI-Legende 
de Kleinsach, ViLLABELLA—Air d’Hoffmann, O Dieu que, BILLOT 
—Air de Coppelius, SEpiIRA—Air de la poupee, CERNAY & LUART-— 
Barcarelle, LUART & MICHELETTI-C’est une chanson, DuprRE- 
Air des Dapertutto. Bourpin-Romance du Roi, Air du Roi, 
Luart & Bourpin-Barcarolle. 

DON QUICHOTTE-Cernay & BourpDiN-—Quand apparaissent, 
Marchez dans mon chemin, La Mort de Don Quichotte, PERNET 
—C’est vers ton amour, Je suis le chevalier, DupRE-Air de Sancho, 
Scené des Moulins (with BourpIn), CLAVERIE-Ca vous 
commettez tous. 

RECITAL AURELIANO PERTILE-Turanpot-Nessun dorma, 
Non piangere Liu, Tosca—Reconduit armonia, E. lucevan le 
stelle, CAv. Rust.—Sicilienne, PAGLIACCI-Un grande spettacolo, 
Un tal gioco, Vesti la giubba, AipA—Celeste Aida, TROVATORE- 
Miserere (with CATTANEO), RIGOLETTO-Ella mi fu rapita, Lucia 
Di LamM.-Fra_ poco, Iris—Apri la tua, L’ULTIMA CANZONE 
(Tosti). 

RECITAL ARTUR ENDREZE. OreL.Lo-Credo, TRAVIATA- 
L’orsqua de folles, Tosca—Cantabile de Scarpia, LAkKME—Lakme 
ton doux regard, THAIsS-Voila donc, PATRIE-Pauvre Martyr, 
Rot De LAHORE-—Promesse de mon avenir, MESSALINE—Viens 
aimer, RONDEL De L’Apieu (De Lara), LA PROCESSION (Franck). 

RECITAL VALLIN NO. 2-Berceuse (JocELYN), Ave Maria 
(Gounod), Dolly (Faurey, La Maison Grise (Messager), Sais-tu 
(de Fontenailles), Chanson Valse de l’adieu (Chopin), Violin du 
Soir (Brahms), La Nuit est pour l’amour (Bennet) Pres de l’etang 
(Longas), Chant d’hindoue (Bemberg), Barcarolle (Gounod), 
Paloma (Yradier), Ay ay ay (Perez-Freire). 

“THE FRENCH SCHOOL OF SINGING’’-Pernet-Voila donc 
eg VALLIN-Air de Marguerite (MEFISTOFELE), VILLABELLA— 

de beautes egales (Tosca), ROUARD-Romance de etoile 
pM Meee HorENA-—Hymne au Soleil (Cog D’Or), ENDREZE 
De l'art splendour (Ben CELtINI), MAtson-Recit du Graal 
LOHENGRIN), DELMAS Bijoux (FAUST), VERDIERE—Celeste Aida, 
I1LLOT—Calomnie (BARBER), BURDINO-Air des larmes (MARTHA). 

“THE FRENCH SCHOOL OF SINGING NO. 2”’-PAauL PAYAN 
-Cavatine de Soliman (REmINE De Sasa), LAurT Gavotte 
(MANON), NouGaro-Toreador (CARMEN), CERNAY-Le Nil, 
MICHELETTI-M’ appari (MARTA), Dupre-Bel enfant (FIGARO), 
PociDALO—Habanera (CARMEN), PoNs-Si mi chiamano Mimi, 
VEZZANI-Lied d’Ossian (WERTHER), BOURDIN-Romance de la 
Sauge (JONGLERU), LAPELLETERIE—-Ah quel plaisier (LA DAME 
BLANCHE), LAFONT—Air de Max (Le CHALET), FRIANT-J’aurais 
(WERTHER), BEN SEDIRA-Variation (PROCH). 


31. MOZART RECITAL-Pons-Avec la_ tendresse (SERAGLIO) 

VILLABELLA, Un aura amorosa (Cost), Dupre—Air de Papageno, 
. omba o totorella (FLUTE) PoNs—Queen of the night (FLUTE), 
TRAGIN-Air d’Argentine (DIRECTEUR De THEATRE), BOURDIN-— 
Air de Don Juan, Serenade de Don Juan (DON GIOVANNI), 
VIEUILLE-Non piu andrai, Pons-Mon coeur soupir, LUART-Air 
de Suzanne, BourDIN & Luart-—Crudelc perche, LUART & 
CERNAY-Due de Ia lettre, LUART—Deh vieni non tardar (NOZZE 
DE FIGARO). 
32. “LA TETRALOGIE’’—WaALKyreE-JoAtTTE-Liebeslied, BiLLoT— 
otans Farewell, PERNET—-Loge Viens, SIEGFRIED-VERDIERE-— 
Nothung. Lusin—Des origino GOTTERDAMMERUNG-—LUBIN- 
Finale & Immolation Scene. 

33. WAGNER ARIAS-TANNHAUSER-VERDIERE-Hymne au_ Venus, 
Lusin-Salut a toi, BouRDIN-Chant de concours de Wolfran, 
MEISTERSINGERS-BILLOT—Monologue de Hans Sachs, VERDIERE- 
L’aude vermeille, LOHENGRIN-VALLIN-Reve d’Elsa, MAISON- 
Air de Lohengrin, VERDIERE-Recit du Graal Mon cygne aime, 
PARSIFAL-ROUARD-Amfortas Lament, VERDIERE-Une arme 
Seule est sure. 

34. GREAT LOVE DUETS-Cernay & FRIANT-Duo de 3e Acte 
(WERTHER), LAUTE BRUN & AFFEE O—ciel ou courez-vous 
(HuGenots), G. MARTINELLI & VERDIERE-Miserere (TROV.), 
Di Mazzer & Dorvey—Quelle est cette bele blonde (Tosca), 
Luart & FRIANT—Duo du Se Acto-Ah des Grieuz (MANON). 

49. BARRIENTOS: Arias from Fra Diavolo, Dinorah, Barber, 

Figaro, Rinaldo, Sonnambula, Rigoletto, Lucia, I Puritani, etc. 


10” LP’s 

la. BECHI & GRANI-Ah veglia O donna , Si vendetta (RIGOLETTO), 
Granr-E strano, Ah fors e lui, follie, sempre libera (TRAVIATA), 
Quel guardo, So anchio (DON PASQUALE), Regnava nel, Quando 
rapita (Lucia), Io dico (CARMEN). 

2a. DAL MONTE-Crudele perche (FIGARO-with BEuF), Si come un di 
(PESCATORE), Flammen perdonnai (LODOLETTA), Getiamo a mini 
(BUTTERFLY), Tu tu piccole (BUTTERFLY-with GiG.1), Dunque io 
son (BARBER-with MONTESANTO), Lassu in cielo (RIGOLETTO- 
with MONTESANTO), La ci darem (Don Giov.—with BEUF). 

3a. DAL MONTE NO. 2-Ninna Nanna (FAMBRE), Redentor in 
fameegia (BIACHINI), Barcarola de la marangona, Fa la nana 
bambin ALSOBECHI-Vissione Venezinna, GiGLi-Non ti scordar, 
Mattanata veneziana, Notte e Veneziana. 

4a. NAZZARENO DE ANGELIS—Ave_ Signore (MEFISTOFELE), 
aa: sang (Juve), La calumni (BaRBIERE), Ella giammo, 
Dormiro sol (DON CARLOS), Suore che riposate (ROBERTO IL 
DIAVOoLo), Serenata de Mephisto (Faust), Viva Lacco (IL 
FRANCOCACCIATORE). 

5a. GRANFORTE-Pari siamo Cortigiani vil razza (RIGOLETTO), Hi 
balen (TROVATORE), Dite alla giovine, Imponeto (TRAVIATA- 
with Rozza), Credo, Era la notte (OTELLO), U tu boll astro 
(TANNHAUSER), Figlia che reggi (GIOCONDA). 

6a. LAURI VOLPI-Gia notte denza, Ed io vedea (OTELLO with 
CANIGLIA) Si pel ciol (OTELLO with BASIOLA), Selenne in quest 
ora, Invano Alvaro, Una Suora (ForZA with BECHI). 

Ja. LAURI VOLPI NO. 2-Un di azzurri (CHENIER), ch ged 
(AFRICANA), Ella mi fu (RIGOLETTO), Parmi veder (idem), A 
non v’awvicinate, No, pazzo son (MANON LESCAUT), Quand . 
sere (LUISA MILLER), Dio mi potevi, Niun mi tema (OTELLO), 
Addio fiorito asil (BUTTERFLY). 

8a. PERTILE & FRANCI-Si pel ciel (OTELLO), Invano Alvaro, Le 
minaccio (FoRZA), Guardate pazzo son (LESCAUT), M’appari 
(Marta), Cigno Gentil (LOHENGRIN), Quand le sere (LUISA 
MILLER), Un di all azzuri (ANDREA CHENIER). 

9a. SCARLATI-Si mi chiamano (BoHEMeE), Trio finale (ForZA with 
MeERLI & PaseRO), Come daurato, Tacea la notte (TROVATORE), 
O forze recondite (LorELEY) La mamma morte (CHENIER), 
Sium qiunta, D’amor sul] ’ali (TRAVATORE). 

10a. STRACCIARI-Prologo (PaGtacct), Pari siamo, Cortigiano vil 
(RIGOLETTO), Convoiber (CARMEN), Ah, solo per me Pnfamia, 
Piangi piangi, Compiuto pur, Si vendetta (Capsir), Mille grazie, 

go al factotum (BARBER). 


Prices:—Nos. 4 to 34, and 49 28/8d + 9/4d P.T. Nos. 40 and 41 32/5d + 10/7d P.T. Nos. 1a to 10a 23/6d + 7/8d P.T. 


SEND FOR COMPLETE LISTS 


+ 


Henry Stave and Company 


8 DEAN STREET OXFORD ST LONDON WI1 GER 275 
Suppliers to Educational Authorities and Professional Bodies all over the World 
Contractors to H.M. Forces Overseas 
Early Closing Thursday. Saturday open until 5 p.m. 
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Collectors throughout the world 
are invited to take advantage 
of our unique and careful service 


(a) Guaranteed unplayed LP’s (Post Free in UK). 


(b) Rigorously inspected under our special lighted magnifying 
viewers for perfection. 


(c) Stave-sealed in our exclusive quadruple-thickness 
polythene outer sleeves. 
(d) Dated and signed. 


+ 


OVERSEAS DEPARTMENT 
We send our incomparable Stave-Sealed records 
Tax free all over the World and— 
All charges free for orders of £5 and over 
(Wooden boxes are supplied free of charge for orders of £10 and 
over where the destination warrants their use) 


ACCESSORIES 
Stave Sleeves in quadruple thickness Polythene, 12” 6/-, 10” 5/-, 7” 4/- per dozen. 
Stave Paper-polythene-window Inners, 12” 6/-, 10” 5/-, per dozen. 
(Above plus 1/- post under £1 in UK). 
Stave Lowmass Diamond Stylii, 82/6d Home, 67/6d Overseas. 
Stave 2nd grade Diamond Stylii—34/6d Home, 26/6d Overseas. 
Goldring Garrard diamonds .... All Sapphire Stylii Supplied. 


SECONDHAND DEPARTMENT 
We purchase and sell slightly used LPs and are pleased to take your good- 
condition records in part-exchange for our Incomparable STAVE- 
SEALED records at fair values. 


+ 


‘*THE CONSENSUS & REVIEW’’ 
This important monthly journal is comprised of original reviews of records issued for the 
current month together with a quite unique second section which contains a consensus 
compiled by our advisory panel based upon their judgment of new recordings, after consider- 
ing all other important opinions. 
Annual Subscription: 14/6 to any part of the World. Specimen copy 1/- + 4d. Postage. 
Important 
In response to numerous requests we are now able to supply specially 
made attractive binders to house your library of ‘Consensus & Review’’ 
monthlies 
Price 15/- each post free. 


+ 


Henry Stave and Company 


8 DEAN STREET OXFORD ST LONDON W1 GER 275 
Suppliers to Educational Authorities and Professional Bodies all over the World 
Contractors to H.M. Forces Overseas 
Early Closing Thursday. Saturday open until 5 p.m. 
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COLLECTORS’ CORNER 


62 NEW OXFORD STREET, LONDON, W.C.i 
63 MONMOUTH STREET, LONDON, W.C.2 


(LANgham 6155) 
(TEMple Bar 5614) 


MORE FAMOUS MAKE LP’s 
OFFERED AT REDUCED PRICES 


ABL3116 Antigonae (Orff) scenes. Goltz/Vienna ens. ose ose oo «» 22/6 
ABL3191 MOZART: Organ recital 2. Power Biggs ox ooo ooo os 22/6 
ABL3199 BEETHOVEN: Vin. Sonatas 2/3/8. Grumiaux/Haskil ose oe 22/6 
ABL3204 BEETHOVEN: Vin. Sonatas |/4/5. Grumiaux/Haskil oes oe «22/6 
ABL3213 MOZART: Requiem K.626. Vienna ensemble—Bohm eco oe 22/6 
ABL3219 CASALS: Festival at Perpignan. w. Hess/Serkin, etc. _ «. 22/6 
ABL3226 BEETHOVEN: Vin. Sonatas 6/9. Grumiaux/Haskil as oo ae 
ABL3227 SIBELIUS: Concert. Philadelphia—Ormandy on oon «. 22/6 
ABL3229 BRAHMS: Vin. Concerto. Francescatti/Phil. ... owe ace «. 22/6 
ABL3235 “BORIS” highlights. with PINZA/Met. Opera... sae a we 22/6 
ABL3238 Midsummer Night's Dream/Rosamunde suites. Szell ... one os 22/6 
ABL3252  “NOZZE DI FIGARO” highlights. Vienna,Opera ... on oe 22/6 
ABL3253 “MEDEA” (Cherubini) highlights. Farrell, etc. en _ « ae 
ABL3254 “DON GIOVANNI” highlights. Vienna Opera ooo a oe 22/6 
ABL3258. = “RIGOLETTO” highlights. San Carlo Opera, ; one «» 22/6 
ABL3260/1 HANDEL: Organ Concerti, Op. 4. Power Biggs... ww. 2for 45/- 
ABL3262 SCHUMANN: Carnaval/Sym. studies. Casadesus_... eee oe 22/6 
ABL3267 TCHAIKOVSKY: Symphony 4. NY Phil.—Bernstein ous oe 22/6 
ABL3273 BEETHOVEN: Trio 4, etc./Casals/Vegh/etc. _ one ow» 22/6 
ABL3277 RESPIGHI: Pines/Fountains of Rome—Ormandy — ooo os 22/6 
ABL3283 BRAHMS: Symphony |. Concertgebouw—Beinum ... ose «- 22/6 
ABL3288 Symphonies—Dvorak 4/Schubert 5. BrunoTWalter... om «we 22/6 
ABL3290 BEETHOVEN: Triple Concerto. cond. Bruno]Walter ose a Sa 
ABL3293 BERLIOZ: Symphonie Fantastique. NY—Mitropoulos ose u- ae 
ABL3312 CHOPIN: Preludes, Op. 28. Brailowsky a _ oon ow» 22/6 
ABL3313 CHOPIN: Concert. Brailowsky oe _ _ ose «» 22/6 
ABL3325 BEETHOVEN: Symphony No. 7. NY—Bernstein ... wen . 22/6 
ABL3334 HEYNIS c. and cho.: Bach and Riccer cantatas eco ose oo GS 
CFLIO03 MOZART: Pf. Concerti 18/27. Haebler/Vienna ous ove «+ 22/6 
CFLIOIO BRAHMS: Symphony |. Cleveland—Szell__... eee eco oo «22/6 
CFLION BEETHOVEN: Symphony 9. Vienna—Bohm... ase cco «- 22/6 
CFLIOI7 SCHUBERT: Symphony 9, C maj. Cleveland—Szell... ose ww.» 22/6 
CFLIO34 HANDEL: Dettingen Te Deum. c.—van ‘der Horst ... ove ow «22/6 
CFLIO38 MOZART: Pf. Concerti 20/23. Serkin/Philadelphia ... ose ow» 22/6 
CFLIO46 TCHAIKOVSKY: Sym. 4/1812 Ove. Vienna—Ancerl one wwe 22/6 
CFLIOIS MOZART: Symphonies 40/41. Cleveland—Szell ao oe 22/6 
ABL3063 VIVALDI: The 4 Seasons. NY Phil.—Cantelli ooo eco oe 22/6 
ABL3109 WOLF: Italian Serenade/Quartetin D. New Quartet ose ws 22/6 
GBR6S0S MOZART: Symphonies 26/40, Concertgebouw—Bohm ove ow. «= /- 
GBR6517 MOZART: Pf. Concerto 20. Haskil/Vienna Sym. ooo ose ows «= S/- 
GBR6SI8 MOZART: Pf. Concerto 2!. Haskil/ViennaSym.  ... ove ao ie 
GBR65S20 BRAHMS: Alto Rhapsody/4 Serious songs. HENYIS one oe «NS /- 
EFR2002 SCHUBERT: Unfinished Symphony. RPO—Beecham om ww» «= S/- 
NBR6037. - STEBER, s.: arias—Ernani/Otello/Forza/etc. ... ooo ose . 5S/- 
$BR6207 CORELLI: Concerti Grossi, Op. 6 (5/8). | Musici... one w. §=1S/= 
SBR6216 “FREISCH UTZ” highlights. Vienna State Opera... uals . =—S/- 
SBR6229 “MARTA” highlights. Kmentt and Vienna Opera __..... sn » «4S /- 
SBR6241 “MERRY WIDOW" and “WHITE HORSE INN” selections ... 15/- 
SBR6244 BEECHAM—O vertures—Coriolan/Timoleon/etc. ... ose ww. =«(S/- 
SBR6246 SMETANA: Bartered Bride highlights. Slav. Opera one ww = «S/- 
BBR8BI34 CAROSONE SEXTET: Atena/Bernadine/Mafiuso/etc. ae we «US/- 
49/001 PERGOLESI: Stabat Mater. Vienna ensemble—Rossi see os» 22/6 
40/007 “PARSIFAL” Orch. suite. cond.—Stokowski ... aren ne ow. 22/6 
XRKS02/3 BERLIOZ: Requiem. Hartford ens.—Fritz Mahler ... .. 2for 45/- 
XRKSO6 GABRIELI: Processional and Ceremonial music ooo eco oo aw 
XRK507 BACH: Magnificat in D/Cantata 50. cond.—Prohaska set .. 22/6 
XRC6001 BEETHOVEN: Eroica symphony/Coriolan. c.—Boult wt .. 22/6 
XRC6004¢ BEETHOVEN: Symphony 7/Egmont Ovt. cond.—Boult.... -. 22/6 
XRC6007 SCHUBERT: Trout Quintet. D. Matthews/Vienna Quartet ooo |©6aae 
35/001 DVORAK: Slavonic Dances, cpte. Vienna—Rossi_... eos oo» «22/6 
35/002 MOZART: Divertimento 17. Vienna—Prohaska i pe oe © anlé 
35/003 MOZART: Pf. Concerto 24. D. Matthews/Vienna_... sae we §=22/6 
35/005 QUARTETS—Mozart 15/Schubert 14. Musical Arts... ae — 
35/007 BEETHOVEN: Variations, Ops. 34/35/C min. D. Matthews oe SS 
35/008 BACH: Cantatas 78/106. Bach Guild Ensemble os “sh owe SRK 
35/009 BACH: Brandenburg 2/Vin. Conc. 2/Suite 2. Vienna Aue ooo ae 
35010 SONATAS: Debussy G min./Faure No. 1. Tomasow/etc. ... oe «ORK 
35/011 BACH: Cantatas 34/56. Vienna Ensemble—Sternberg eae me | 


Stocks limited; if possible quote alternatives; 
For I only, add 2/6 postage. 2 or more post free n the U.K. 


Many more LP’s and EP’s for shop customers. 
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ARCHIVE 
PRODUCTION 


HISTORY OF MUSIC DIVISION OF THE 
DEUTSCHE GRAMMOPHON GESELLSCHAFT 








(1685 - 1759) 


Sonatas for Recorder and Continuo, Op. 1 
No. 2 in G minor; No. 4 in A minor; 
No.7 in C major and No. 11 in F major 
Ferdinand Conrad, Recorder 
Johannes Koch, Viola da Gamba 
Hugo Ruf, Harpsichord 
33 = APM 14163 (Mono) - 33 = SAPM 198 163 (Stereo) 
Released this month 


Recordings of Handel's Concerti Grossi 
available on Archive Production Records 


Concerto Grosso, Op. 3 No.3 in G major 
Concertos for Oboe and String Orchestra 
in B flat major and G minor 
Hermann Téttcher 
Bach-Orchestra of Berlin/Gorvin 
33 = AP 13044 (Mono) 


Concerti Grossi, Op. 6 (Nos. 1-12) 


Bamberg Symphony Orchestra/Lehmann 


33 = APM 14291/94 (Mono) 
Available in Special Presentation Box with 
illustrated Text-book on APM 14091/94 


Concerti Grossi, Op. 3 (Nos. 1-6) 
Concerto Grosso in C major (Alexander’s Feast) 
Capella Coloniensis/Wenzinger 
33 = APM 14139/40 (Mono) - 33== SAPM 198017/18 (Stereo) 


DEUTSCHE GRAMMOPHON (GREAT BRITAIN) LTD. 
12/13, Rathbone Place, Oxford Street, London, W.1 
Tel.: LANgham 8156/7/8/9 
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bring. In this movement too Rodzinski 
builds a more substantial climax than 
Ivanov who with his Russian orchestra gives 
the most idiomatic performance of the lot 
if not the most stylish. 

What clinches my preference for Rod- 
zinski is the finale (after the disastrous 
clarinet entry). Rodzinski is far more 
exciting and better controlled than Denzler 
and Ivanov, yet he does not let his coda get 
too frenetic as even Otterloo does. Perhaps 
| have weighted my preferences too much 
in Rodzinksi’s favour for all the perfor- 
mances are enjoyable enough, and if you 
are fussy about the quality of recording 
then Denzler it should be. E.G 


EDUARD VAN REMOORTEL. Debussy. 
Prélude a V’aprés-midi d’un faune. 
Dukas. L’apprenti Sorcier. Ravel. 
Bolero. Chabrier. Espajia. Vienna 
Symphony Orchestra conducted by 
Eduard van Remoortel. Vox @ 
GBY11850 (12in., 18s. 103d. plus 6s. 
34d. P.T.): @ STGBY511850 (12in., 
20s. 9d. plus 6s. 9d. P.T.). 


This is the slowest L’aprés-midi 1 have 
ever heard and just about the most sedate 
L’apprenti Sorcier. The other side is better. 
One can hardly go wrong in the Bolero 
anyway and Espana comes off well enough. 
But taking it as a whole one cannot say that 
Remoortel generates much excitement in 
this record. 

The orchestral playing is mostly good, 
though you will have to accept in the 
Debussy a solo flute with a very pronounced 
throb. On the other hand, full marks to the 
bassoons in their tune in Espafia; they throw 
it off brilliantly and sound as if they are 
enjoying themselves as well. They come 
firmly from the right-hand speaker—and I 
was in general curious about the disposition 
of the orchestra as evidenced by the 
recording. The general quality of sound, 
however, is good. ‘Fee 


ANDRE VANDERNOOT. Falla. El 
Amor Brujo—complete. Ravel. Rap- 
sodie Espagnole. Chabrier. Espajia. 
Oralia Dominguez (mezzo-soprano), 
Philharmonia Orchestra conducted 
by André Vandernoot. H.M.V. @ 
ASD297 (12 in., 30s. plus 9s. 9d. P.T.). 
Mono: ALP1727 (10/60). 

Falla—selected comparison: 
Gabarain, Suisse Romande, Ansermet 
(3/61) © SXL2260 
This conducted visit to Spain is put in 
the hands of a Belgian—nothing amiss in 
that, since half the music is composed by 

Frenchmen. But setting aside how near 

Vandernoot gets to the idiom of Falla, this 

is not distinguished conducting of whatever 

the music may be. He inclines to hurry, he 
does not produce the most sensuous sounds 
in the Ravel (without which it tends to be 
boring), he does not get the standard of 
playing we know the Philharmonia can 
produce. In Falla’s ballet, even the Ritual 

Fire Dance, which everybody knows, is not 

tautly rhythmic enough: Ravel’s work 

needs to be in the hands of a wizard of the 
orchestra. 

‘The general sound is good. The clarinet 
duct in the Prelude of the Rapsodie Espagnole 
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begins startlingly near and, as L.S. remarked 
of the mono version, the horns in Espafia are 
poorly balanced. 

Taking it all in all, it would be recom- 
mendable on a cheap label but not at the 
full price. Ansermet’s performance of El 
Amor Brujo is far better conducted, idio- 
matically and in conducting technique, and 
has a more interesting coupling, the same 
composer’s Master Peter’s Puppet Show, in an 
entirely authentic performance under 
Argenta. "Fes. 


CHAMBER MUSIC 


BACH. Sonatas for violin and harpsi- 
chord. No. 5 in F minor, BWV1018; 
No. 6 in G major, BWV1019. David 
Oistrakh (violin), Hans Pischner 
(harpsichord). D.G.G. @ LPM18677: 
© SLPM138677 (12 in., 30s. plus 9s. 
9d. P.T.). 

Oistrakh, as we know from his other 
Bach records, can carve a clean classical 
line when asked to do so, and these per- 
formances are no exception. His great 
purity of tone and warmth of feeling never 
seem to quarrel with one another, and his 
Bach is both divine and human: in phras- 
ing he has few equals, and in the occasional 
application of eighteenth-century ornaments 
he is an adept if not a past master. I wish 
I could feel equally enthusiastic about his 
partner Pischner. Again, good clean playing, 
but on an instrument that seems to have 
too many upper harmonics—to put it in 
a nutshell, a harpsichord that jangles. 
Instead of blending with the violin part, it 
fights proudly, yet one could not bring it 
closer without upsetting the balance. At 
times Ojistrakh plays too loudly. In the 
slow movement of the F minor Sonata, he 
has slowly repeated double-stops that ought 
to form a skeletal harmonic background to 
the harpsichord: instead they dominate the 
scene, and the accompaniment sounds 
louder than the melody. Fortunately such 
slips of balance are few and far between, 
and if you happen to like the sound of the 
harpsichord used for these sessions, you will 
derive much _ pleasure from these 
fine performances. D.S. 


NOVAK. Piano Quintet in A minor, 
Op. 12. Alfred Holecek (piano), 
Novak Quartet (Libor Hlavacek and 
Dusan Pandula, violins; Josef Podjukl, 
viola; Jaroslav Chovanec, ’cello). Trio 
quasi una ballata in D minor, Op. 
27. Prague Trio (Frantisek Rauch, 
piano; Bruno Belcik, violin; Frantisek 
Smetana, ’cello). Supraphon @ 
SUB10092 (12 in., 30s. plus 9s. 9d. 
Pik.) 

The music of Mendelssohn, Schumann 
and Grieg, we are told, shared with that of 
Dvorak, his teacher, the allegiance of the 
young Novak. Brahms could well be added 
to the list, Novak’s own music tells us with 
some certainty ; there are moments when this 
sound of strings and piano, so familiar in the 
context, could be introducing us to a newly 
discovered work of the German composer 
as readily as to a newly publicised one of the 
Czech. The sound is here a good one; the 
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particular instrumental combinations, both 
of quintet and trio, so often prove intract- 
able ones, but Novak has their measure. 
The type of “ballata’’ the Trio is intended 
to resemble is far from clear, and in fact 
the music seems rather more serious, impas- 
sioned even, than the Quintet, though I do 
most certainly not wish to suggest that the 
Quintet belongs to the Light Programme. 
This kind of music, old-fashioned in 
idiom even for its day, is conventionally 
described as conventional. If this means 
that it has traditional qualities that may be 
expected to give traditional pleasures then 
the cap fits, and the traditional pleasures 
will be enhanced on this occasion by 
splendid performances and good recording. 
Novak, in fact, is acquiring a very good 
representation indeed on disc. It would be 
very agreeable if some of our own conven- 
tional (and less conventional) composers 
were doing the same thing. M.M. 


INSTRUMENTAL 


BUSONI. Piano Works. Sonatina No. 6 
—Chamber Fantasy on _ Bizet’s 
*“Carmen’’. Elegies: No. 4, Turandots 
Frauengemach (Intermezzo). Nine 
Variations on a Chopin Prelude. 

LISZT. Piano Works. Années de 
Pélerinage, Second Year: Aprés une 
Lecture du Danté (Fantasia quasi 
Sonata). Mephisto Waltz. John 
Ogdon (piano). H.M.V. @ ALP1864: 
© ASD434 (12 in., 30s. plus 9s. 9d. 
F.Y.). 


It is a pleasure for once to be able to 
welcome a brilliant young virtuoso who is 
British. John Ogdon’s first record is so very 
good that it will surely be foilowed by a 
great many others, and I for one very much 
look forward to hearing them. I hope no 
one will be put off by the unfamiliar titles 
listed above. Some of the music is well off 
the beaten track, but for the more adven- 
turous listener that is a positive advantage, 
especially when the unfamiliar is as attractive 
as it is here. 

I do not understand the neglect of Busoni 
today. Very little of his music is available 
on disc, and much of it is out of print, 
including, I fancy, all three of the pieces 
john Ogdon plays. The Carmen Fantasy has 
tongue-in-the-cheek elements, as Liszt’s 
operatic transcriptions usually had, and 
perhaps it does not go very deep. But it is 
enormous fun, very ingenious in the middle 
where both sections of the “Habaiiera”’ 
theme are combined, and very beautiful at 
the end. The Turandot Elegy is a real 
curiosity, and will be unknown to almost 
every reader, as it was to me. You would 
expect something vaguely Chinese, but what 
you get, believe it or not, is a fairly straight 
and rather attractive arrangement of 
*‘Greensleeves’’. I have not seen the sleeve- 
notes of this disc, and I cannot offer any 
explanation of this apparent discrepancy 
between title and music. Busoni wrote his 
piano Elegies in 1907, basing them on 
fragments of his Piano Concerto and his 
incidental music for Turandot, the play b/ 
Gozzi to which Puccini’s opera is related 
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I turned up the Turandot orchestral Suite of 
1904 (this, too, is quite unknown to almost 
all musicians), and found that the ‘‘Green- 
sleeves’’ tune was originally scored mainly 
for flutes and harps. What it is doing in a 
play that mixes Chinese legend with 
Commedia dell’ arte characters I cannot guess. 
Vaughan Williams’s famous arrangement 
was yet to come. Did Busoni acquire the 
tune from one of his English pupils, Herbert 
Fryer for instance? The third Busoni work 
on this disc, the Variations on Chopin’s 
C minor Prelude, is musically the best, and 
it was written just before he died. All 
pianists should have it in their repertoire, 
though very few of them are likely to play 
it better than John Ogdon. 

The two Liszt pieces on the other side are 
long and extremely hard to play, but 
Ogdon always emphasises their expressive 
rather than their virtuoso qualities. His 
technique is splendid, but his aim is always 
to project the music rather than himself, and 
the result is extraordinarily interesting. 
Ogdon is meticulous about expression marks, 
giving more attention to pianos and pianissimos 
than most pianists, while his rubato has a 
youthful poetry that sounds felt and spon- 
taneous. In the “‘Dante’’ Sonata, whenever 
the composer writes some such directions as 
con intimo sentimento or dolcissimo con amore you 
feel that the pianist has reacted exactly as 
Liszt hoped he would. There is plenty of 
power where power is called for, but it is 
the poetry that stays in the mind when the 
Mephisto Waltz is over. I have heard only 
the mono side of the Liszt and only the 
stereo side of the Busoni pieces, but I can 
report that both are very fine, and I beg 
you to consider for your library these quite 
outstanding performances of some most 
intriguing music. R.F. 


LISZT. Piano Works. Liebestraum in 
A flat major. Etude de Concert, 
G.144, No. 3 in D flat major, “Un 
sospiro”’. Hungarian Rhapsody No. 11 
in A minor. Années de Pélerinage, 
G.161, No. 2, “‘Il Penseroso’’. Consol- 
ations, G.17, No. 3 in D flat major. 
Grandes Etudes de Paganini Nos. 1-6. 
Gary Graffman (piano). R.C.A. @ 
RB16249: © SB2118 (12 in., 30s. 
plus 9s. 9d. P.T.). 

Grandes Etudes—complete: 
Simon (10/59) @ ALP1719 
Siki (9/59) @ CCL30137 
Brendel (3/60) @ PL10800 
There is some magnificent piano-playing 
on this record—no question of that—and 

R.C.A. have given Gary Graffman the 

benefit of characteristically bright, clear 

tone (if with unduly noticeable tape-hiss). 

But all the same I have to admit that I 

didn’t find these performances really grip- 

ping. It would be exaggerating, I think, to 
say that they are without feeling; the more 
obvious pieces in particular, such as the 

Liebestraum, are quite warmly done. What 

is missing, though, is the sophistication of 

style that almost everything Liszt ever wrote 
ideally calls for. This is particularly notice- 
able in the Paganini Studies. Graffman 
covers the notes with remarkable speed 
and accuracy, but he lacks the ability to 
give them real character—whether capri- 
cious, as in No. 2, or nobly melancholy, as 
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in No. 1, or fervently impassioned, as in 
parts of No. 6. A good literal performance, 
which this is, puts quite a lot of it across in 
any case, but what I miss are those nuances 
of phrasing, those inflections of rhythm, that 
constitute real eloquence. (I find far more 
of them in Brendel’s performance, listed 
above, even though he is hampered by 
much inferior recording.) But it is the 
easiest piece, technically speaking, to play 
on the whole record—the terse, enigmatic 
Il Penseroso, inspired by Michelangelo’s 
statue in the Medici Chapel in Florence— 
that above all makes clear what is missing 
from Graffman’s make-up as a pianist; that 
sensitivity to degrees of harmonic tension 
which is the basis for all significant rubato. 
A little of it would work wonders in his 
magnificent, but at present rather un- 
leavened, playing. 


KABALEVSKY. Twenty four Preludes, 
Op. 38—complete. Yakov Flier 
(piano). MK @ MK1530 (12in., 30s. 
plus 9s. 9d. P.T.). 

The quality of sound on this Russian 
pressing is not very impressive, with limited 
frequency and dynamic range, heavy 
surface-noise and a certain amount of pre- 
echo. Nor, if it comes to that, is the music 
itself particularly significant, being written 
in a slightly spiced-up diatonic idiom that 
recalls Martinu and Prokofiev at times but 
has far less individuality than either. 
Yakov Flier plays these preludes with great 
dexterity and—as far as one can judge— 
sympathy. In spite of his fine technique, 
his style is pre-eminently that of a thinking 
musician, concerned to transmit the com- 
poser’s intentions in the most straight- 
forward way. I should like very much to 
hear him in music that had more to convey. 


JN. 


MOUSSORGSKY. 
Exhibition. 
RAVEL. Jeux d’eau. Miroirs: No. 4, 

Alborada del gracioso; No. 5, La 
Vallée des cloches. Rudolf Firkusny 
(piano). D.G.G. @ LPM18679: © 
SLPM138679 (12 in., 30s. plus 9s. 9d. 

iba DAN 


Pictures from an Exhibition—piano versions: 


Pictures from an 


Brendel (11/56) @ PL9140 
Richter (6/60) @ ABL3314 
Horowitz (7/60) @ RB16194 
Richter (12/60) @ ALP154 


Firkusny is a sensitive intellectual pianist, 
and his refined musical playing falls very 
pleasantly on the ear. He plays the 
Moussorgsky pieces remarkably well, and 
only near the end of the last of them, 
“The Great Gate of Kiev’’, do we recall 
the frequent accusation that this work is 
unpianistic. The three Ravel pieces are 
beautifully done too, and as the recording 
quality in both mono and stereo is quite 
outstandingly good this would seem to be 
a disc to recommend unreservedly. The 
only thing is that Richter (on Artia mono 
ALP154) plays the Moussorgsky even better. 
Richter is less well recorded by a long way, 
but he has an inner fire which scarcely 
any other pianist can equal. He gives 


“The Great Gate of Kiev’? much more 
splendour, making the Promenade theme 
ring out excitingly in the last quaver 
passage; 


Firkusny scarcely seems to 
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know it is there. Again Richter is 
more daemonic in “Baba Yaga’’. Who cn 
hope to better him? At times Firkusy 
comes near to equalling him, for instan:e, 
in “Samuel Goldenburg and Schmuyl:”’, 
and he is wonderfully delicate over the 
“Ballet of the Chickens in their Shells’, 
but there can be no question which is the 
greater performance as a whole. Firkusiy 
takes a side and a quarter over tlie 
Moussorgsky, Richter only a side so that 
he has room for Prokofiev’s Seventh 
Sonata as well. 

I noticed that Firkusny follows Richter 
in beginning ‘“‘Bydlo’’ (“The Ox Cart’’) 
very loud, whereas my Augener edition is 
soft throughout the first twenty bars, as is 
Ravel’s famous orchestration. There are 
a number of textual points in this work 
which need clearing up. R.F. 


WILHELM BACKHAUS. _— Schubert. 
Impromptu in A flat major, D.935, 
No. 2. Schumann. Warum, Op. 12, 
No. 3. Liszt. Soirée de Vienne No. 6 
in A major. Brahms. Intermezzo in 
C major, Op. 119, No. 3. Schubert. 
Impromptu in B flat major, D. 935, 
No. 3. Chopin. Etude No. 14 in F 
minor, Op. 25, No. 2. Schumann. 
Vogel als Prophet, Op. 82, No. 7. 
Mozart. Piano Sonata No. 11 in A 
major, K. 331: Rondo alla Turca. 
Wilhelm Backhaus (piano). Decca 
@ BR3097 (10 in., 15s. plus 4s. 103d. 
Ped.) 

Carnegie Hall Encores runs the title, and 
indeed the record leaves little doubt about 
the circumstances of the performances, 
which are usually preceded by the tail-end 
of a modulation from somewhere else to the 
key of the encore concerned, and followed 
by applause varying from merely deafening 
to hysterical. (And sometimes by calls for 
more, in, oddly enough for Carnegie Hall, 
German.) Less uniform than the applause 
is the quality of piano recording; least 
uniform of all the quality of piano perform- 
ance, which varies from poetical in the case 
of the Schubert B flat Impromptu to lethal 
in the case of the Brahms C major Inter- 
mezzo, which I have never before heard 
played in seventy-five seconds and hope 
never to hear so again. Even to connoisseurs 
of recorded applause the record cannot 
really be recommended; for nearly all these 
specimens are suddenly terminated, when 
in full blast, by the cut of a knife. M.M. 


SCHUMANN. Carnaval, Op. 9. Carnival 
of Vienna, Op. 26. Gyérgy Cziffra 
(piano). H.M.V. @ ALP1840 (12 in., 
30s. plus 9s. 9d. P.T.). 


Carnaval: 
Novaes (6/53) @ PL7830 
Rubinstein (8/57) @ RB16005 
Annie Fischer (11/59) @ 33CX1664 


Katchen (8/60) © LXT5439 
Cziffra’s Carnival of Vienna fills a gap in 
the catalogue, and if you want this engaging 
work you need not wait for a better per- 
formance. The piano quality is splendid, 
with a stirring and unusual strength in the 
bass, and the playing is magnificently 
exuberant. Carnaval on the back is good 
enough, but not quite the best. Cziffra 
seems a shade less at home in this music, 
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sounding curiously inhibited in the opening 
“Preambule’”’. There are many delightful 
moments, for instance in “‘Reconnaissance”’, 
with plenty of brilliance, for instance in 
“Paganini”, and perhaps my praise would 
have been unqualified if I had not gone 
back to Annie Fischer’s recording. She 
seems to feel the poetry of these little pieces 
in an enchantingly personal way. She alone 
realises that there are no snap-rhythm first 
beats in “‘Arlequin” (every other pianist 
makes the first note of bars 1, 3, 5 etc. a 
semiquaver), catches the romance of the 
“Valse Noble’’ to the full, as also the with- 
drawn magic of “Eusebius”, and plays 
“Papillons’? very fast without losing its 
essential charm. Also she is superbly 
recorded. Katchen sounds a little super- 
ficial by comparison, while Rubinstein’s 
disc is ruined by incessant ‘“‘wow’’. Cziffra, 
then, takes second place in Carnaval, but 
there is much to be said for his performance, 
and if you prefer his backing to Annie 
Fischer’s (Schumann’s Fantasia in C major), 
don’t hesitate to get this record. R.F. 


CHORAL AND SONG 


SCHUBERT. Lieder. Der Sanger, D.149 


(Goethe); Die Biirgschaft, D.246 
(Schiller) ; Der Fischer, D.225 
(Goethe); Die Einsamkeit, D.620 
(Mayrhofer). Dietrich Fischer- 
Dieskau (baritone), Karl Engel 


(piano). H.M.V. @ ALP1845 (12 in., 
30s. plus 9s. 9d. P.T.). 

Education is a dirty word in some 
quarters, but I am going to suggest that 
among the most useful tools for acquiring 
German would be Fischer-Dieskau’s singing 
of the Goethe and Schiller settings by 
Schubert. I remember agonising in the 
classroom over the one here called Der 
Sanger which is about a minstrel who comes 
to court and is offered a big salary by the 
monarch but says rather priggishly that he 
prefers freedom to any sumptuous contract 
because he sings “like the Bird which 
inhabits the twigs’? (“Ich singe wie der 
Vogel singt der in den Zweigen wohnet”’— 
“the song that presses outward from my 
mouth is all the reward J need’’). And so on. 
Dieskau does it enchantingly; using one 
voice for the king, one for the harper, one 
for the scene setter. The poem, which 
might take a young person ages to get by 
heart will be yours for ever after a few 
playings. Was it not so with Gretchen am 
Spinnrad and Enlkénig? Very well then. 
Here, at the lowest estimate, is the young 
person’s entrée to the lasting joys of German 
literature (to say nothing of the paradise 
of Lieder, a kingdom whose key cannot be 
sought too young). 

You might think this was a short record, 
as it only has four items. Not so. The 
second song on each side is a monster— 
one of those one-man operas over which 
even some of Schubert’s hardiest champions 
have been known to sigh. Richard Capell, 
for instance, whom nothing in Schubert’s 
“heavenly length’? would normally daunt 
fond the 19 pages of Die Biirgschaft (‘The 
Surety” or “The Pledge’’) a bit much and 
averred that it contained in all its length 


The GRAMOPHONE 


not one of Schubert’s characteristic touches. 
Dieskau makes much of the drama, but 
as yet I must confess I have not been quite 
won over to it. The drama concerns 
Pythias and Damon who, as classicists will 
recall, were such good friends that one 
offered to deputise for the other when he 
was sentenced to death: an example of 
devotion which melted the heart of the 
tyrant so effectively that he let both of them 
off. 
On the reverse we also have one fairly 
short and simple narrative—delightfully 
done—and then a very long one. Mayr- 
hofer’s Loneliness has some attractively 
characteristic Schubertian sections, but the 
composer’s friendship for this no doubt 
likeable poet sometimes led him astray. 
The poem as such is hardly worth enshrining 
at such length. 

Recording, balance and accompaniments 
are all excellent, and the interpretation, 
surely beyond dispute, effective. So here for 
once is a clear case of the material itself 
deciding the choice of the buyer. P.H.-W. 


STRAUSS, RICHARD. Lieder. Befreit, 
Op. 39, No. 4 (Dehmel)+; Mit deinen 
blauen Augen, Op. 56, No. 4 (Heine) ; 
Lob des Leidens, Op. 15, No. 3 (von 
Schack); Ich trage mein Minne, Op. 
32, No. 1 (Henckell); Seitdem dein 
Aug’, Op. 17, No. 1 (von Schack); 
Geduld, Op. 10, No. 5 (von Gilm). 

WOLF. Lieder. Gesang Weylas (Morike) ; 
Gebet (Morike) ; Uber Nacht (Sturm) ; 
Der Freund (Eichendorf); Heb’ auf 
dein blondes Haupt  (Italienisches 
Liederbuch) ; Anakreons Grab 
(Goethe) ; Morgenstimmung (Reinick) ; 
Zur Ruh’ (Kerner)}. Kirsten Flag- 
stad (soprano), Edwin McArthur 
(piano). Decca Q LXT5329 (12 in., 
30s. plus 9s. 9d. P.T.). The items 
marked f are also available on BR3059 
(9/60). 

Befreit and Zur Ruh’, by Strauss and Wolf 
respectively, were two of three new items in 
a recital by Flagstad of previously issued 
material, and now they turn up again. 
A.P. reviewing Decca BR3059 thought 
Flagstad’s singing of Zur Ruh’ magnificent, 
as indeed it is, but found a certain sense of 
strain in the sustained high notes of Befreit. 
This sense of strain is again apparent in 
Lob des Leidens (‘Elegy of Sorrow’’) at the 
big climax led up to by a six-bar crescendo 
in which the sustained high note is a near 
disaster judged by the very high standard 
of this great singer; but strain is less marked 
in Seitdem dein Aug’ in meines schaute (“E’er 
since thine eyes returned my glances’’) and 
it is completely absent in her singing of 
Geduld (‘Not yet’’), a fine song, quiet for 
three-quarters of its considerable length and 
then moving towards a big emotional 
climax. Flagstad not only sings it superbly 
in point of tone but is evidently much moved 
by it. The poem tells of a lover who comes 
to realize that “not yet’? means “never” 
and sadly bids the merciless one he loves 
farewell. 

The Wolf group finds Flagstad in splendid 
voice throughout. Gesang Weylas is nobly 
sung, with a radiant high note in the last 
great phrase of this glorious song. From 
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this mood of religious exaltation Flagstad 
turns to the simple devotion of Gebet 
(‘Prayer’), most touchingly sung, and 
evidently revels in the declamatory Der 
Freund (““The Friend’’), not one of Wolf’s 
best songs but very acceptable when done, 
as here, with such abounding vitality. How 
much more subtle and deeper her interpreta- 
tions of Lieder have here become is best 
shown in Heb’ auf dein blondes Haupt und 
schalfe nicht (Ah! lift up thy fair head and 
do not sleep’’) from The Italian Songbook. 
She differentiates beautifully between the 
“four words”’ of love, numbered and spoken 
to the beloved in the song, achieves well the 
soft high note at the line, “the fourth— 
that I am thine now and for ever’, and 
invests every phrase with lovely, caressing 
tone. Anakreons Grab (“‘Anacreon’s Grave’’) 
is not quite so successful as it lacks the fine- 
spun tone needed when the old poet’s name 
is softly uttered, “Es ist Anakreon’s Ruh’’. 
By the heroic and Wagnerian Morgen- 
stimmung (“Morning Mood’’) Flagstad is, 
of course, splendidly suited. 

Edwin McArthur accompanies well and 
sensitively, but the piano tone is wooden 
and distant, so that there is a much less than 
perfect balance. The merits of the disc— 
made, I believe, three or four years ago— 
however, do outweigh its defects and it is 
worth having for the Wolf group alone. I 
hope Decca are going to follow their 
admirable habit of providing the German 
and English translations. There is an 
excellent—unsigned—sleeve-note, but the 
titles of the songs are left in German. 

ALR. 


VICTORIA DE LOS ANGELES. Sacrati. 
Proserpina: “E dove t’aggiri’’. Ales- 


sandro Scarlatti. Le Violette. 
Handel. Joshua: “Oh! Had I 
Jubal’s lyre”. Schubert. Der Tod 


und das Madchen; Die schéne Miil- 
lerin: No. 2, “Wohin?’’; An die 
Musik. Brahms. Dein blaues Auge, 
Op. 59, No. 8; Vergebliches Standchen. 
Fauré. Chanson d’amour, Op. 27, 
No. 1; Clair de lune, Op. 46, No. 2. 
Coleccion de Tonadillas: Callejeo 
(Granados); El tra la la y el punteado 
(Granados); No quiero tus avellanas 
(Guridi); Como quieres que adivine 
(Guridi); Granadina (trad. arr. Nin); 
El vito (trad. arr. Nin); Pafio murci- 
ano (trad. arr. Nin); Tu pupila es azul 
(Turina); Clavelitos (Valverde) ; Adios 
Granada (Barrera and Calleja arr. de 
Los Angeles)}. Victoria de Los 
Angeles (soprano) with Gerald 
Moore (piano) in all except the item 
marked + which has guitar accompani- 
ment by Victoria de Los Angeles. 
H.M.V. @ ALP1838: © ASD413 
(12 in., 30s. plus 9s. 9d. P.T.). A 
leaflet giving text and translations is 
available with the record. 

An exquisite record, strongly recom- 
mended. One wonders if the singer herself 
made the selection: the recital is so 
touched with affection and feeling that one 
supposes that it probably represents a clutch 
of the songs she herself actively likes to sing. 

The voice is after all a personal possession 
in the way no other instrument can be. One 
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of the joys of singing of this kind is to hear 
music refracted through the personality of 
the performer. Her accent in English, 
German and French is remarkably true 
(as well as being perfect in Italian of course). 
Yet one would know it was not an English 
woman singing: “O! Had I Jubal’s lyre’’ 
nor a French woman in the first of the 
Fauré (7’aime tes yeux, j’aime ta bouche). The 
Schubert, familiar as they are, come to 
life freshly. Death and the Maiden is most 
touching, and Brahms’s Fruiiless Serenade is 
done with great charm and no excess of 
roguishness. The ultimate “‘fréhlich nach”’ in 
Wohin? is most poetic and the words of the 
second verse of To Music especially go right 
to the heart of the matter: listen to the way 
she sings ‘‘ein heiliger Akkord von dir’’. 

The latter half of the second side is 
taken up with Spanish music done inimit- 
ably, with enormous charm. She announces 
the pieces herself and even accompanies 
one of them, the last, on a guitar. Clavelitos 
(Carnations) challenges successfully some 
wonderful versions of this favourite made 
in the days when it was a ‘“‘must’’ for 
encores. I am not sure I can truthfully say 
that this version of El Vito is quite so 
exciting as the one which she gives on 
ALP1151. But it may be the difference of 
context. 

I understand a leaflet is coming out with 
this enchanting disc, with text and transla- 
tions. I would be inclined to include it in 
any short list of the first two dozen LPs of a 
new collection. Gerald Moore accompanies 
splendidly, one need hardly add. 

P.H.-W. 


CHRIST CHURCH CATHEDRAL 
CHOIR. Victoria. Mass, “Simile est 
Regnum Coelorum’’ (trans. Leon Saint 
Requier): Kyrie; Gloria; Sanctus; 
Hosanna; Benedictus; Agnus Dei I 
and II. Byrd (ed. Fellowes). Prevent 
us, O Lord; Sing joyfully; Bow Thine 
ear. Batten. O Praise the Lord (ed. 
Fellowes); Deliver us, O Lord (ed. 
Fellowes); Hear my Prayer (ed. 
Watkins Shaw). Choir of Christ 
Church Cathedral, Oxford, con- 
ducted by Dr. Sydney Watson. 
Delysé @ ECB3159: @ DS6059 
(12 in., 28s. 6d. plus 9s. 34d. P.T.). 

I suppose nobody knows what English 
cathedral choirs sounded like in the time of 
Byrd and Batten and whether it was any- 
thing like the sounds they produce today. 
I am quite sure that Spanish choirs of the 
time didn’t sound like this, and I can’t help 
wondering what Victoria would have 
thought of his music from cooing English 
choirboys and those curious, intense-sounding 
altos. However, it is obviously apt to invite 
an English choir to record Byrd and Batten, 
though the music of Victoria seems an odd 
choice and I cannot say that I think the 
Christ Church choristers get anywhere near 
to the spirit of this music. This cool, over- 
refined musicianship is too pallid and a 
whole lot of it hasn’t enough purpose in the 
movement of its lines. 

With Byrd and Batten the choir is on 
more suitable ground, of course, and in Sing 
JFovfully they produce real vitality. It is a 
pity that on this side the recording, generally 
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excellent in both mono and stereo, over- 
emphasises sibillants. There is enough 
resonance to suggest the cathedral atmo- 
sphere, without so much that it confuses the 
contrapuntal lines. 

I wonder, by the way, why the Victoria 
Mass has no Credo. Have they just left it out 
for want of room or did Victoria leave it to be 
sung in plainsong? No doubt the sleeve note, 
which I have not seen, will explain this. 

Recommended for devotees of the English 
cathedral tradition, for it is good of that 
kind, if not, perhaps, for aficionados of 
the Spanish Victoria. Ase 


OPERATIC 


MOZART. Don Giovanni—complete. 
Don Giovanni Giuseppe Taddei (bar. 
Donna Anna Maria Curtis Verna (sop. 
Donna Elvira Carla Gavazzi (sop.) 
Don Ottavio Cesare Valletti (ten.) 


Leporello Italo Tajo (bass) 
Zerlina Elda Ribetti (sop.) 
Masetto Vito Susca (bass) 


The Commendatore Antonio Zerbini (bass) 
With the Chorus and Orchestra of 
Radiotelevisione Italiana, Turin 
conducted by Max Rudolf. Cetra @ 
OLPC1253/1-3 (three 12 in., 56s. plus 
18s. 3d. Po1.). 


MOZART. Don Giovanni—complete. 
Don Giovanni Cesare Siepi (bass) 
Donna Anna Birgit Nilsson (sop.) 
Donna Elvira Leontyne Price (sop.) 
Don Ottavio Cesare Valletti (ten.) 


Leporello Fernando Corena (bass) 
Zerlina Eugenia Ratti (sop.) 
Masetto Heinz Blankenburg (bar.) 
The Commendatore Arnold van (bass) 
With the Vienna State Opera 


Chorus and Vienna Philharmonic 
Orchestra conducted by Erich 
Leinsdorf. R.C.A. @ RE25028-31: 
© SER4528-31 (four 12 in., 120s. plus 
39s; P:T.). 

Busch (12/54) @ ALP1199-1201 


(0/55) @ LXT5103-6: © (6/59) SXL2117-20 
cians g 1) © LPM18580-2: © SLPM138050-2 
sae (2/61) @ 383CX1717-20: © SAX2369-72 

Our contemporary, Which?, lays down 
the law with a grand and impassive ease 
which must be a record reviewer’s envy. 
Do you want the best sewing machine, 
hen house, brand of margarine? Very 
well: here is the choice, in this order. 

If only it were so simple with Don 
Giovanni—once unobtainable on disc! Here 
are not merely what we politely call “‘the 
imponderables’’ of opinion: there are all 
too many ‘“ponderables’’—namely page 
after page, number after number, any one 
of which may be in your view the version 
in any of the six versions to hand! More- 
over this is not merely an opera with three 
leading voices, a chorus and conductor to 
consider: it is drama in which maximum 
demands are made on each individual 
character and in which the orchestral 
tissue and tempo are of paramount 
importance. For those who see life and 
art in the simple terms of a tennis tourna- 
ment, nothing is easier than to count up in 
each version the number of alpha or top 
ratings per act and pronounce accordingly. 
But what if finally it is the conductor’s view 
of the music, his ability to conjure up the 
spirit of Mozart, which turns the scale, no 
matter what, against a superbly cast and 
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finely sung version which somehow lacks 
the essential spirit? In the above (ist 
of possibles, I would say that the per- 
formance by Rudolf is slightly less ai‘ve 
in this latter respect than the others, but 
all at one place or another catch the divine 
spark. The first of these Don Giovanni is an 
oldish Cetra which has been around eise- 
where for some time; it plays quite well, 
is not full either in recording or text but is, 
with its three discs, still a much cheaper 
bargain than any other version of the work. 
The conducting is respectable. None of 
the three leading ladies is quite in the top 
flight, but Taddei (later to be Columbia’s 
Leporello) makes a good, idiomatic Don 
and Valletti is an acceptable Ottavio. 

No, the real comparison is not in any 
way with this worthy “‘poor man’s Don 
Giovanni’’, but between the two new giant 
versions i.e. Giulini’s, with Schwarzkopf 
and Sutherland on Columbia reviewed in 
February, and this R.C.A. version to hand, 
with Leinsdorf conducting and the cast as 
you can read it: Siepi once again (as for 
Decca) making a bass but imposing Don 
and two, at any rate, world champion 
ladies in the cast. Leontyne Price (currently 
the world’s best Aida) is a _ coloured 
American soprano whose art and volume 
of voice and personality have sped her to 
every opera house in the world (except, 
of course, a few in her native land). At 
Salzburg she astonished hearers with her 
Donna Anna, but it is Donna Elvira she 
sings in this version and splendid she is, 
though I do not think that in the idiom 
and detail of the role she takes it away 
from Columbia’s Schwarzkopf who, to a 
marked degree, was out to give the per- 
formance of her life for Columbia. As 
Donna Anna, Birgit Nilsson as you might 
expect is thrillingly dramatic, and if not 
as subtle as Sutherland at some points she 
inspires more awe. On the other hand 
when it comes to that test of tests, the 
quicker section of “Non mi dir’ in the 
last act, the Australian’s superiority in 
sheer flexibility of voice is very noticeable 
and whereas the Swede gives us, like many 
another great interpreter of the part, an 
outline which is perfectly plausible and 
passes muster, it is not, like Miss 
Sutherland’s flawless negotiation of the 
fences, quite the kind of show jumping 
which wins a judge’s full marks. 

So on these two leading figures, I would 
just give it, as a matter of casting to 
Columbia rather than R.C.A. For Zerlina, 
I definitely prefer Columbia’s Sciutti to 
R.C.A.’s Ratti: not that the latter lets 
us down at any of the test places, but there 
is for my ear less charm and mischief. 
Siepi and Corena as man and master make 
a very fine pair: it is grand to hear such 
big voices in Mozart, moving with such 
easy authority and perfect enunciation. 
But Siepi though much more idiomatic 
than Eberhard Wachter on Columbia has 
a tendency (which his rival avoids) to sing 
a fraction off the note here and there. 
Also, do you not like (as I do) a Don who is 
truly a baritone not a bass? I find Valletti 
(in this second not the first, of the above 
Don Giovannis), a more interesting Ottavio 
than Luigi Alva, though the honours 
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THE FACTS 
IN PERSPECTIVE 


E Is not a mathematician turned 

conductor —for the short time he 
spent when he was 20 teaching maths, 
he has dedicated over 50 years to music. 
Nor is he a narrowly specialising mod- 
ernist—the penetrating insight and 
crystal clarity of mental process which 
enables him to see his first love, music, 
in the wider perspective of the arts and 
sciences and which enables him to 
unravel complex modern scores, is 
equally effective when he conducts any 
other music, and particularly when he 
is recording. He has a vast knowledge 
of the repertoire, he is an important 
world figure in music, he has founded a 
successful orchestra, conducted several 
first performances of Diaghilev ballets 
and toured widely, but his world-wide 
reputation zs based, more than that of 
any other conductor in the front rank, 
on his gramophone records . . . and of 
these it may fairly be said that he has 
never made a bad one. He is Ernest 
Ansermet. And those who have worked 
with him know that to do so is to be 
in the company of greatness. His work 
is painstaking but, because every detail 
is clearly and carefully thought out 
beforehand, astonishingly rapid. His 
Decca recording career began in 1928, 
and one of the early marvels of ffrr was 
his 1946 recording of Petrushka. He has 





returned to this and other Stravinsky 
works with each major technical 
advance, welcoming the opportunity 
of musically surpassing his previous 
efforts. With stereo came Ansermet’s 
third Petrushka (© SXL 2011 © LXT 
5425). But came also magnificent re- 
cordings of very different music among 
which were, for instance, the three 
great Tchaikovsky ballets and several 
Beethoven symphonies including the 
only stereo ‘Ninth’ complete on one disc 
(© SXL 2274). Last May, despite a 
surfeit of recorded Scheherazades, Decca 





dared to release yet another and included 
the Polovtsian Dances on the same disc 
(© SXL 2268 @ LXT 5628). Groans 
turned to shouts of joy in all who heard 
this LP — sound like this had not come 
from a record before... critical raves 
were too numerous and too long to be 
quoted here. . . this was the Scheherazade 
to end all Scheherazades. And who was it 
who took full advantage of this technical 
miracle, clothing it with the music 
which thrilled and delighted all 
hearers? Needless to say, it was Ernest 
Ansermet. 





THE FARMER’S DAUGHTER 


Bor IN: Karup, Sweden, in 1922, 
Birgit Nilsson sang in the local church 
as a child and was brought up as a 
typical farmer’s daughter with one ex- 
ception—she could sing better than the 
other farmers’ daughters. Thus in only 
her second season (1947/8) she was sing- 
ing Lady Macbeth and the Marschallin. 
And in the late 50’s Ernest Newman 
greeted her London débutas Briinnhilde 
by announcing that he considered him- 
self fortunate to have lived long enough 
to hearso promising a young Wagnerian. 
Early in 1960 she was acclaimed for her 
Isolde at the Metropolitan, New York, 
and The Times devoted a long column 
to her under the headline ‘Americans 
hail Swedish star of opera’. While wait- 
ing for complete recordings Decca re- 
leased two ‘samplers’ of her work in 
this role—Isolde’s Narrative and Curse 


and the Act III Liebestod (© SXL 2184 
© LXT 5559). Then, last March came 
‘this splendid performance and record- 
ing... this extraordinarily imaginative 
and most successful venture’, to quote 
Alec Robertson in The Gramophone. 
Decca’s complete production of 
Tristan (© SET 204/8 © MET 204/8) 
burst upon an admiring world, and AR 
said of Birgit Nilsson, she ‘has deepen- 
ed her conception of her part beyond 
all knowledge... . The freshness of her 
tone, the accuracy of her intonation, 
are a constant joy and she rises superbly 
to all the great moments’. Singers who 
combine the stamina, intelligence and 
vocal resources in equal measure to un- 
dertake Isolde are not plentiful. We must 
indeed be thankful that in Miss Nilsson 
we have undoubtedly this generation’s 
inheritor of the great Wagnerian roles. 
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At the 


Gramophone 
Exchange 


in Wardour Street, W.I 


You can make your selection from one of the 
most comprehensive stocks of classical and light 
music records in the country. 


LP and other records sent carefully packed and 
examined to all parts of the world. Post and 
packing free for orders over £6. For H.M. Forces, 
no charge anywhere for either postage or packing. 







For Collectors. Largest stock of collectors’ items 
in London. “Singers of the Golden age”’ to browse 
through. Moderate prices. 





Scarce or deleted records. Postal and other 
customers are asked to let us know about any very 
scarce or deleted record they want. No matter 
what it is we may be able to supply. 






Equipment. Accessories, such as motors, diamond 
needles, pick-ups, etc., are always in stock. We 
can supply your Hi-Fi and stereo requirements or 
we can usually manage to convert your old instru- 
ment. 







Hire Purchase facilities available 
















The Gramophone Exchange Ltd 


80-82 WARDOUR ST. LONDON WI Tel: Gerrard 5313 


Open till 5.30 pm 





| pm Thursday 
7 pm_ Friday 
and 4 pm_ Saturday 







EDINBURGH, 
GLYNDEBOURNE, 
THE PROMS... 


Everywhere today Musical Festivals are in full 
swing—bringing joy to millions. 

But what of the Composers, Singers and Ins- 
trumentalists who provide this music? Many are 
no longer able to play, sing or teach because of 
sickness, old age or plain bad luck. 


The Musicians’ Benevolent Fund must raise 
£20,000 every year to relieve distress among our 
Musicians and their dependants. To help bridge 
the gap between income and expenditure 


WE NEED 1,000 SUBSCRIBERS 
TO GIVE 2 GUINEAS A YEAR 
WILL YOU BE ONE? 


Here is a typical case among hurdreds: 


A FORMER STAR SINGER 
OF INTERNATIONAL 
OPERA SEASONS 6 rites to acknow- 


ledge his regular pension “‘Very many thanks for 
the welcome cheque which really makes life 
worth living . . . I do not know what I should 
do without the ‘Benevolent’ help”. 





If you owe a debt to music please 
send a donation to: 


BARONESS RAVENSDALE, 
HON. TREASURER, 


MUSICIANS’ 


BENEVOLENT FUND 
7b Carlos Place, London, W.1 


August, 1961 









Aug 


betwe 
pleas 
addre 
comp 
grave 
Frick 
churc 
Tadd 

In 
is po’ 
its ra 
slight 
other 
at all 
textul 
your 
and t 
if tha 
ensen 
whicl 
admii 
was t 
re-tak 
is m¢ 
R.C.: 
prese! 
the \ 
patro 
humeé 


soari 
duce 
simil: 
othe 
Shav 
here 

He ; 
note. 
this | 
it is < 
aspect 
nota! 
Chri 
Cath 
tinen 








August, 1961 


between them lie fairly easy. Both give 
pleasure for smoothness and good technical 
address. Equally Arnold van Mill can 
compare evenly with another wonderfully 
grave Commendatore in Columbia’s choice: 
Frick. But he sounds foo sepulchral in the 
churchyard scene. Of the Leporellos I prefer 
Taddei, although Corena runs him close. 

In recording, this new R.C.A. version 
is powerful in “‘presence’’ and exciting in 
its range and depth, which is to my ear 
slightly fuller than the Columbia. On the 
other hand if it is accuracy and clarity 
at all costs which you seek then Giulini’s 
texture and discipline on Columbia will be 
your choice. Leinsdorf is often exciting 
and takes the music at a broad sweep even 
if that entails the occasional raggedness of 
ensemble, rather than the Giulini method 
which is never “cavalier’? even in an 
admiring sense and which at my guess 
was the collation of an infinity of careful 
re-takes. The Columbia performance then 
is more satisfying for repetition, but the 
R.C.A. version does sound very much as a 
present-day Vienna Opera performance of 
the work should sound to a well-seated 
patron and has something a shade more 
human and alive about it than Giulini’s 
very impressive account of the great opera. 

It is not a question of saying one is 
better than the other (any more than it 
is of deciding whether Soviet ballerinas 
are “better” than ours). Both versions 
are very tempting. My preference is still 
slightly for the Columbia because I am not 
always persuaded that Mr. Leinsdorf is 
getting quite the result he meant, whereas 
with Giulini one knows that that and that 
only was what he meant. But you should 
certainly hear this R.C.A. version which is 
fairly thrilling at times and cannot possibly 
be ignored. 

The Cetra I merely salute in passing and 
I think you will find that the new versions 
under Giulini and (here) Leinsdorf effec- 
tively put out also the Busch version of 
1937 and the 1959 Berlin version (with 
Fischer-Dieskau as the Don and Fricsay 
conducting). To the question “Which?” 
the answer seems to be “Both!” P.H.-W. 


POETRY AND DICTION 


FRANK BUDGEN. My Friend James Joyce—a spoken 
appreciation. Read by Frank Budgen. Decca @ 
LK4400 (12 in., 25s. 9d. plus 8s. 43d. P.T.). 


If Joyce is an important writer then this 
is obviously an important record. Moreover 
Decca, who put their speech records out on 
the LK label—worth noting in view of the 
soaring prices in this field—have here pro- 
duced pioneer work. I do not know of any 
similar piece of recorded literary memoirs, 
other than St. John Ervine’s tribute to 
Shaw. Frank Budgen knew Joyce well and 
here gives a loving portrait of his friend. 
He also contributes an interesting sleeve 
note. To anyone acquainted with the writer 
this probably contains no revelations, but 
it is affectionately spoken and presents some 
aspects of Joyce that are worth stressing, 
notably his attitude to Ireland, to the 
Christian faith with a gloss on the Old 
Catholics (whom Lambeth regards as Con- 
tinental C. of E.), his fetish about women’s 
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underwear and his love for the tenor voice; 
I wrote in March of Joyce being runner-up 
to John McCormack in a competition. 
Recommended, then, to all admirers of 
Ulysses, and for the rest an augury (I hope) 
of further critical work on records. R.W. 


HUMOROUS 


BRYAN BLACKBURN/PETER REEVES. At the 
Blue Angel. Old MacMillan had a farm; Rock 
Bottom; What’s new in London; Strike Song; 
Those Behan Boys; Two’s Company. Bryan 
Blackburn and Peter Reeves with the Barry 
Morgan Trio. Philips @ BBL7489: © SBBL636 
(12 in., 25s. 9d. plus 8s. 4$d. P.T.). 

As a connoisseur of concert parties I 
would not give this more than Beta Plus. 
I have only an advance pressing without 
any information on the artists, who are new 
to me. This is a live recording with 
burlesques on rock ’n roll, international acts 
(the Bouncing Czechs), traffic wardens and 
other topical matter. For me the best 
number is a brilliant piece on Dominic and 
Brendan Behan, with some bright material 
about the dustbin drama. ‘‘Maybe it’s 
because we’re from Liverpool that we love 
London so’? is a line that gives a clue to the 
entertainment, but some of the exchanges 
might have been cut on grounds of age, and 
the songs and comments on the changed 
status of the London prostitute on grounds 
of overdoing a bad joke. Frankly this is all 
a bit amateurish, and if we are to have 
concert-party material recorded can we not 
have an LP of Twinkle and the Fol-de-Rols? 

R.W. 


CLASSICAL REISSUES 
ORCHESTRAL 


BRAHMS. Violin Concerto in D. D. Oistrakh (violin), 
Dresden Staatskapelle/Konwitschny. Heliodo: 
@ 478137 (12 in., 15s. 10d. plus 5s. 2d. P.T.). 
From DGM18199 (7/55). 

SCHUMANN. Piano Concerto. 

WEBER. Konzertstiick in F minor. Gulda (piano), 
V.P.O./Andreae. Decca Ace of Clubs @ ACL136 
(Re in., 15s. 10d. plus 5s. 2d. P.T.). From LXT5280 
5/57). 

MOZART. Piano Concerto No. 20. Richter (piano), 
Warsaw National Philharmonic S.O./Wislocki. 
D.G.G. @ LPE17226: © SLPE133226 (10 in., 
22s. 3d. plus 7s. 3d. P.T.). Mono from LPM18595: 
stereo from SLPM138075 (3/60). 


HANDEL. Organ Concertos. (a) No. 13 in B flat major, 
Op. 7, No. 1. (b) No. 16 in D minor, Op. 7, No. 4. 
Richter (organ), Richter Chamber Orch.— 
Richter. Decca @ BR3096 (10 in., 15s. plus 4s. 104d. 
ae (a) from LXT5579 (8/60), (b) from LXT5580 

In a month of outstanding bargains, 
Oistrakh’s Brahms is up near the top. 
Indeed I doubt if there is a better version 
than this at any price, and the orchestral 
playing, balance and quality are all of the 
very best. I happened to listen to this 
record shortly after hearing Oistrakh’s disc 
of Mozart’s Fourth Violin Concerto, and 
whereas the soloist in the Mozart seems to 
be doing well in an idiom not wholly con- 
genial to him, the Brahms fits his style of 
playing like the proverbial glove. He is 
well inside the music, and the silky quality 
of his own tone is marvellously reflected in 
that of the orchestra. ‘This is a lovely 
performance. 

I enjoyed the Gulda disc too. He is a 
fastidious, thoughtful pianist with a nice 
sense of phrasing, but I agree with T.H. 
that both these performances just lack that 
top layer of excitement that the very 


119 


greatest pianists can add. Also it is irritating 
to find that the disc turns over in-a most 
unhappy place just before the end of the 
Schumann slow movement; other versions 
get the whole of this concerto onto one side, 
and the break in this one does ruin the 
atmosphere at a most critical point. Gulda’s 
performance of the Weber is also available 
on an EP. 

Richter’s ten-inch disc of the Mozart D 
minor is in a sense rather expensive; for 
another nine shillings you can get it on a 
fullsize record with another concerto thrown 
in, Prokofiev’s Fifth. I do not myself know 
this, and J.N. found it too dry and spiky, 
but all the same I think I’d save up the few 
extra shillings for it. Richter is rather 
reserved and self-denying in his search for 
an eighteenth century style, and beautifully 
though he plays this music I found his 
approach rather negative. The first move- 
ment is thrown a little off balance at the 
start, where there is not nearly enough of 
the bass strings; the result is that the 
syncopated notes of the upper strings 
dominate to such an extent that they cease 
to sound syncopated. I’d have liked a more 
solid bass all through in the orchestral 
passages. | Otherwise the orchestra is 
excellent, while balance between soloist and 
accompaniment is all it should be, as is the 
quality as a whole. 

The Richter of the Handel Concerto 
record is not, of course, Russian but German. 
Karl Richter has recorded both sets of 
Handel Organ Concertos, playing the solo 
parts as well as directing the small chamber 
orchestra. The present disc contains the 
two best works from the second set, and very 
good they are. The B flat has a large-scale 
magnificent first movement in passacaglia 
form, while the quiet dark opening of the 
D minor for lower strings is one of Handel’s 
most imaginative moments. Richter has a 
stylish approach to this music, and the 
organ he plays makes all the right noises. 
These concertos are secular works, and they 
sound it on this record, and the quality of 
sound is enchanting. 


BRAHMS. Symphony No. 4. L.S.O./Krips. Decca 
Ace of Clubs @ ACL132 (12 in., 15s. 10d. plus 
5s. 2d. P.T.). From LXT5368 (11/50), (12/57). 

HAYDN. (a) Symphony No. 92. 

MOZART. (b) Symphony No. 39. L.S.O./Krips. Decca 
Ace of Clubs @ ACL135 (12 in., 15s. 10d. plus 5s. 2d. 
(gis3) (a) from LXT2819 (10/53), (b) from LX T2689 

DELIUS. (a) Brigg Fair; (b) On hearing the first cuckoo 
in spring. L.S.O./Collins. 

ELGAR. (c) Introduction and Allegro for Strings; 
(d) Serenade for strings. New S.O. of London/ 
Collins. Decca Ace of Clubs @ ACL131 (12 in., 
15s. 10d. plus 5s. 2d. P.T.). (a) and (b) from 
LXT2788 (6/53), (c) and (d) from LXT2699 (9/52). 

SIR MALCOLM SARGENT. Pomp and Circumstance 
Marches: Nos. 1 and 4; Imperial March (Elgar). 
Orb and Sceptre Coronation March (Walton). Corona- 
tion March, 1953 (Bax). L.S.O./Sargent. Decca 
Ace of Clubs @ ACL137 a in., 15s. 10d. plus 5s. 2d. 
P.T.). From LXT2798 (7/53). 

These are all Ace of Clubs reissues. Krips’ 
performance of the 4th Brahms symphony, 
if not an outstandingly great one, flows 
along with affection for the music and 
understanding of its interpretative prob- 
lems. The sound is remarkably good for its 
age, even if it quite naturally hasn’t the 
sheer clarity of the latest recordings—the 
timpani whacks at the end of the first move- 


ment are the most obvious instance of that. 





120 


All the same, it still plays well and I think 
it easily the best bargain record of this 
symphony. 

With the same conductor’s Haydn 
Mozart disc, I liked the Haydn very much 
but was less happy about Krips’ Mozart. 
The finale of the Haydn, taken at a terrific 
presto but most adroitly managed, is a 
special delight. The Mozart symphony, 
however, starts off flabbily (even the first 
chord) and there is a lack of tension in the 
first movement. The whole thing livens up 
for the finale—but that’s a bit late. The 
sound is quite good but the bass is not well 
enough defined on either side. A reserved 
recommendation, then. At the price you 
might think it worth-while just for the Haydn. 

Much less recommendation for the Delius 
Elgar disc under Collins. The recording 
here hasn’t a full enough sound to give 
Brigg Fair the glow and rapture lots of it 
needs but I suspect some lack of those quali- 
ties in the interpretation, too. The First 
Cuckoo gets a far better performance. The 
Elgar side has a bright sound, even a bit 
strident till you cut the top. The perform- 
ance of the Introduction and Allegro is pretty 
good (and with a very lively fugue), though 
there are times elsewhere when I felt Collins 
unwilling to go on and get on with it. The 
Serenade gets a wholly charming perform- 
ance. 

The record of marches was originally 
issued at the time of the Coronation. All 
were played on this occasion, those by 
Walton and Bax being composed specially 
for it. I enjoyed hearing Orb and Sceptre 
again, for it has been neglected in favour 
of the more popular Crown Imperial, 
written for the 1937 Coronation, and the 
general verdict has been that it isn’t as good. 
But it strikes me as being far more original 
—less an obvious descendent of Elgar than 
the earlier march—and most happily suited 
to the coronation of a very young monarch. 
Its orchestration is lighter and gayer; there 
is even a slightly ‘jazzy’ touch at one point. 

Bax’s march does sound a bit dull in this 
brilliant company but one must remember 
that he wrote it for the procession down the 
aisle of the Abbey, so that it could hardly 
reflect all the excitement of the crowds out- 
side as Walton’s does. I need hardly add 
that Sir Malcolm does these things excel- 
lently, simply because he realises that, 
popular music as they are, they are absol- 
utely first-rate of their kind. 


MOZART. Symphonies. (a) No. 31; (b) No. 35; (c) 
No. 38. R.P.O./Beecham. Fontana @ EFL2508 
(12 in., 16s. 11d. plus 5s. 7d. P.T.). (a) from 
Columbia 33CX1088 (10/53), (b) from Philips 
ABL3067 (11/55), (c) from Columbia 33CX1105 
(1/54). 

MOZART. Symphony No. 39 in E flat major, K.543 
Bavarian State Radio Symphony Orch./Jochum 
Violin Concerto No. 4 in D major, K.218.. Martzy 
(violin), Bavarian State Radio Chamber Orch./ 
Jochum. Heliodor @ 478133 (12 in., 15s. 10d. plus 
5s. 2d. P.T.). From Heliodor LPX29251 (3/60) 

At 7s. 6d. a symphony this Beecham 
record is among the best bargains ever 
offered, for his performances are legendary. 
I suppose one day there will be a reaction 
against all the extra expression marks he 
imposes on the Prague, but I’m not com- 
plaining; this surely is one of the gramophone 
performances of all time. Beecham even 


makes the Paris, not really a very good 
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symphony, sound a delight, and he keeps 
much more closely to Mozart’s markings in 
this work. The Haffner, which is divided 
between the two sides, could hardly be 
bettered, and I for one like the Andante 
movement at this brisk pace; also the 
’cellos’ “‘Spom pom pom”? at the end of the 
minuet which Beecham, surely on the spur 
of the moment, slows down so that you 
think the last note will never come; and 
when it does you grin. The three symphonies 
are all in D major, but you don’t have to 
play them consecutively. The quality is 
good considering the age of the recordings, 
and the only failure in balance is that the 
oboe solos in the Finale of the Paris are 
scarcely audible. For me this will be the 
Classical Reissue of the year. 

The Jochum record of Mozart is pretty 
good too, and it is a mystery to me why it 
was withdrawn last December and then 
reissued at the same price a few months 
later. At half a guinea a side it offers the 
cheapest available version of the E flat 
symphony, and also one of the best at any 
price. In fact I would recommend this 
record if it cost double the money. The 
small orchestra is very expert, and achieves 
playing that sounds both right in scale and 
very lively, with good phrasing in the first 
two movements and a nice leisurely tempo 
for the minuet. I have had a chance of 
hearing other bargain discs of this work, 
and can report that they cannot compete 
with this one. On the other side Johanna 
Martzy begins the violin concerto a little 
uncertainly, but is on the whole delightfully 
stylish and relaxed. For some reason she 
sounds too near the microphone when she 
gets down onto her bottom string, with 
overpowering results here and there, but 
the balance is otherwise good, and both 
soloist and orchestra are sweet of tone and 
a pleasure to hear. R.F. 


TCHAIKOVSKY. Sleeping Beauty Ballet—complete. 
Paris Conservatoire O./Fistoulari. Decca Ace 
of Clubs @ ACL133-4 (12 in., 15s. 10d. plus 5s. 2d. 
P.T.). From LXT2762-3 (2/53). 


WAGNER. (a) Die Walkiire: Ride of the Valkyries. 
(b) Tristan und Isolde: Prelude and Liebestod. 
(c) Gétterddmmerung: Siegfried’s Funeral Music and 
Rhine Journey. (d) Die Walkiive: Magic Fire 
Music. Philharmonic S.O. of London/Rodzinski. 
Whitehall @ WH20046 (12 in., 16s. 114d. plus 
5s. 64d. P.T.). (a and b) from WLP20025 (2/57), 
(c and d) from WLP20024 (8/58). 


MOUSSORGSKY. Khovantschina: Prelude and 
Dance of the Persian Slaves. Minneapolis S.O./ 
Dorati. Mercury @ XEP9071: @ SEX15018 
(7 in., 10s. plus 3s. 3d. P.T.). Mono from MMA11100: 
stereo from AMS16051 (9/60). 

BRAHMS. Hungarian Dances: Nos. 1 and 5. 

DVORAK. Slavonic Dances: Op. 72, No. 1 and Op. 46, 
No. 1. Vienna P.O./Reiner. Decca @ CEP701: 
© SEC5092 (7 in., 11s. plus 3s. 7d. P.T.). Mono 
from LXT5609, stereo from SXL2249 (4/61). 


Fistoulari plays much the same cut 
version of The Sleeping Beauty as we hear at 
Covent Garden, and the music has never 
before been available so cheaply. The 
playing is not very distinguished, and one 
could cite a number of places where the 
magic is lost, but the two discs should be 
especially welcome in schools where this 
music is invaluable for demonstrating 
orchestral effects, descriptive touches, and 
of course for sheer enjoyment. But teachers 
and others will find Decca’s labelling and 
sleeve note very little help in identifying the 
items. Consecutive pieces in the last act are 
given as ‘“‘Pas de Quatre—Pas de Caractére 
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—Pas de Quatre—Pas de Caractére—Pas 
de Deux’’. This is a waste of printer’s ink, 
and I suggest that the following would be 
much more to the point, with brackete«: 
figures indicating the number of movements 
in each section: ‘‘Florestan and his Tw. 
Sisters (4)—Puss in Boots and the White 
Cat (1)—The Blue Bird Dances (4)—Red 
Riding Hood and the Wolf (1)—Pas cd: 
Deux, the Prince and Aurora (2). The 
quality is goodish. 

In 1957 T.H. thought that Rodzinski’s 
Valkyries rode much too fast, and though 
I have never clarified my own views on 
aerial equestrianism, I do agree that this 
tempo tends to reduce them to the level of 
cowboys chasing cattle rustlers. I take it 
there was no competitive spirit among the 
Valkyries; they didn’t race, they just 
galloped. Elsewhere Rodzinski’s fastish 
tempi did not worry me, and the playing is 
generally good, while the sound is splendidly 
realistic and the climaxes most exciting. 

I had forgotten what a lovely piece of 
music the Khovantschina Prelude is. Dorati’s 
performance brings out all the beauty of 
this musical Dawn over Moscow, and he is 
equally successful with Moussorgsky’s charm- 
ing attempt at an Asian flavour. His friends 
Balakirev, Borodin and Rimsky-Korsakov 
were equally fired by the Mysterious East, 
but one wonders whether any of them had 
any real knowledge of what they tried to 
imitate. Would Moussorgsky have recog- 
nised genuine Persian music if he had 
heard it? I doubt it. Still there is a place 
for the pseudo when it is done with such 
imagination. 

Reiner, on another EP, imposes a parade- 
ground precision on the Vienna Philhar- 
monic which I admire except in Brahms’s 
best-known Hungarian Dance. I confess I 
cannot take this played at a true Allegro, 
even though this was the composer’s own 
marking. I don’t like it over-sentimentalised 
either. Surely a middle course is best. 
Reiner starts off like a rocket, and then, 
whenever Brahms puts poco rit. he suddenly 
cuts the tempo to Adagio, the usual way 
these days, but not what Brahms wrote. 
The “poco rits.”’ in the Vivace section could 
surely be taken literally and would sound 
enchanting, but I have never heard a 
conductor attempt them. However, Reine: 
does wonders with the Dvorak B major 
Slavonic Dance, finding a tempo that avoids 
the usual suggestion of vulgarity, and he 
certainly gets some stunning playing in all! 
four pieces. The quality is very fine in mono, 
and even better in stereo. 


CHAMBER MUSIC 


MOZART. Clarinet Quintet. Wlach (clarinet), Vienna 
Konzerthaus Quartet. Whitehall @ WH20054 
(12 in., 16s. 114d. plus 5s. 64d. P.T.). From Nixa 
WLP5112 (11/53). 

Wlach and his colleagues give a very 
smooth performance of the Mozart, with a 
sense of style and a distaste for eccentricities 
(unless a rather slow reading of the minuet’s 
second trio is considered to be one). Yet it 
is difficult to enjoy the virtues of the perform- 
ance to the full when only the recorded tone 
of the clarinet could be described as really 
pleasurable (and that it most certainly is) ; 
the strings—even, to some small extent 








wh 


this 
the 
mo 


ind 


SCE 


Sck 
wil 
wh 
bes 
knc 
che 
dez 
wa: 
jus' 
ins; 
as 


SiO} 


Sto 
sup 
sta 
stri 
wo: 
last 


the 
int 
cor 
far 
pla 


Pai 
ind 


the 
por 
tive 


pia 
all- 


niq 
lyri 
wit 
anc 
ori; 


his: 
the 


nef 


Cr 


WA 


can 
Ove 








August, 1961 


when muted in the slow movement—are 
made to sound somewhat harsh. Where 
this is not felt to be a major disadvantage 
the reissue may well be found to offer a 
most acceptable cheap version of this 
indispensable quintet. 


SCHUBERT. Music ror Piano Duet. Grand Duof; 
Rondo in D major*; Rondo in A major* (WP101); 
Variations in a flat major§ Variation in B flat; 
major§; Fantasy in F minor*; Lebensstiirme§ 
(WP104); Marche Militaire in D major; Divertisse- 
ment a la Hongroise in G minor; Andantino Varié 
in B minor; Grande Marche in E major; Marches 
Caractéristiques, Op. 121, Nos. 1* and 2. Badura- 
Skoda and Demus (pianos). Westminster @ 
WP101, 104, 105 (three 12 in., 27s. plus 8s. 94d. 
P.T. each). The items marked f¢ are from Nixa 
WLP5093 (8/54), * from WLP5047 (10/53), and 
§ from WLP5147 (2/55). The items not so indicated 
appear for the first time. 

Those of you who have already explored 
Schubert’s piano duet music for yourselves 
will need no urging to buy these three discs, 
which economically unite so much of the 
best of it. Others, however, may like to 
know that nothing on them is less than 
charming, while several pieces are a great 
deal more. For Schubert the piano duet 
was simply another form of chamber music, 
just as capable of bearing his profoundest 
inspirations as any other, and such things 
as the Grand Duo in C major (a four- 
movement sonata of full Schubertian dimen- 
sions), the magnificent sonata movement in 
A minor christened Lebensstiirme (‘‘Life’s 
Storms’’) by its publisher, and above all the 
superbly original Fantasy in F minor can 
stand comparison even with the two last 
string quartets. Even slighter works like the 
wonderfully lyrical A major Rondo (the 
last piece Schubert wrote for this medium), 
the spirited Divertissement a l’Hongroise and 
the B minor Andantino varié (originally 
intended as the middle movement of a 
companion Divertissement a la Francaise) do 
far more than merely provide fun for the 
players, which we tend to think of as the 
main function of piano duets. The fact that 
Paul Badura-Skoda and Jérg Demus have 
individually established high reputations 
would of course be no guarantee in itself of 
their ability as duettists; soloists often make 
poor chamber-musicians. But in fact these 
two are among the most gifted representa- 
tives of that young Viennese school of 
pianists who are as distinguished for their 
all-round musicianship as for their tech- 
nique. Almost throughout this set they 
manage to convey the impulse—humorous, 
lyrical or impassioned—behind the music 
without stepping outside a domestic scale 
and style of performance. The items that 
originally appeared on WLP5047 seem to 
me to have a slightly higher degree of tape- 
hiss and a more bottom-heavy balance than 
the rest, but this should deter no-one from 
making the acquaintance of such unjustly 
neglected music. i 


CHORAL, SONG AND OPERA 


WAGNER. Siegfried: Heil dir, Sonne! Heil dir, 
Licht!; Dann bist du mir, was bang du mir warst. 
Gétterdammerung: Starke Scheite schichet mir dort. 
Varnay (sop.), Windgassen (ten.), Bavarian 
State Radio S.O./Weigert. Heliodor @ 478127 
(12 in., 15s. 10d. plus 5s. 2d. P.T.). From 
DGM19045 (3/57). : 

This was always my favourite among 

D.G.G.’s Wagner recordings, and when it 

came out in 1957 I well remember using it 


over and over again to demonstrate my 
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equipment. But since then Mr. Culshaw 
and the Decca engineers have taught us a 
new standard in Wagner recording, and 
rich and warm as this still sounds, it is on 
performance that one must judge above all. 
Varnay begins horribly with a slide up to 
her first “Heil!” and there are signs of 
clumsiness later, too, but they are com- 
paratively unimportant when compared 
with her richness and grandeur throughout 
in both the duet and the Immolation scene. 
Also she is steadier than she often has been. 
But the disc has Windgassen at his very 
finest and that is what makes it an excellent 
bargain. How wonderful to hear a full- 
throated Siegfried who never _ barks. 
Thoroughly recommended. E.G. 


PUCCINI. La Fanciulla del West: Grazie . . . amici? 
(ending at Un ora...odueo piu); Ugh... Neve! 
(ending at . . . buona notte). Tebaldi (sop.), del 
Monaco (ten.), Casoni (m.-sop.), Santa Cecilia 
Academy Orch./Capuana. Decca @ CEP702: 
© SEC5093 (7 in., 11s. plus 3s. 7d. P.T.) Mono 
from LXT5463-5, stereo from SXL2039-41 (12/58). 

VERDI. Aida: Celeste Aida... To vicino al sol; Su! 
Del Nilo al sacro lido; Ritorna Vincitor! Tebaldi 
(sop.), Simionato (m.-sop.), Bergonzi (ten.), 
Van Mill (bass), Corena (bass), De Palma or 
Vienna Singverein and V.P.O./Karajan. Decca 
@ CEP700: © SEC5091 (7 in., 11s. plus 3s. 7d. 
Fir.) Mono from LXT5539-41, stereo from 
SXL2167-9 (12/59). 

MOZART. Don Giovanni: Batti, batti, o bel Masetto. 
Cosi fan tutte: Una donna a quindici anni. Die 
Entfiihrung aus dem Serail: Ach ich liebte. Moffo 
(sop.), Philh./Galliera. Columbia @ SEL1690: © 
ESL6292 (7 in., 10s. plus 3s. 3d. P.T.). Mono from 
33C1063 (9/59), stereo from SBO2754 (9/60). 

The Act 2 love scene from Fanciulla del 
West—exploiting the principal love theme 
first heard in Act 1 in Minnie and Dick’s 
first scene together—is contained complete 


on the EP. It is an obvious acquisition for 
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anyone who has the 12-inch highlights disc, 
and for that matter for anyone who simply 
wants to sample Fanciulla. Tebaldi and 
del Monaco are both at their best, Tebaldi 
not quite so flexible as she might be in her 
short aria “O se sapeste’”? but showing 
splendid attack on her top G when embraced 
for the first time by her hero. Then a few 
moments later when she tells Dick about 
her dreams her exquisite mezza voce has one 
catching for breath. Like the originals the 
recordings are excellent. 

It is Tebaldi’s “‘Ritorna Vincitor”’ that 
is the most valuable part of the EP from 
Aida, the middle section again showing off 
her mezza voce at its best. It was sensible 
enough to provide as well Carlo Bergonzi’s 
“Celeste Aida’? from earlier in the scene 
and (after a gap) the introduction of the 
Grand March by the king leading on to the 
ensemble, the cries of ““Guerra!’’ and finally 
Amneris’s command, “‘Ritorna Vincitor!’’ 
This side, however, unlike Tebaldi’s aria, 
does not show the set at its finest. Carlo 
Bergonzi is very good by modern standards 
but hardly very imaginative, and Karajan’s 
restraint does not allow the ensemble to 
have its full impact. The recording is out- 
standing. 

Moffo on her EP is happier in the sou- 
brette parts of Zerlina and Despina than as 
Konstanze. In the Entfihrung aria some of 
the more exposed top notes seem to give her 
trouble, but she retains something of the 
engaging quality which marks the other 
two arias. The recording is smooth and 
atmospheric enough. E.G. 





PHILIPS MODERN MUSIC SERIES 


VARESE. “Ilonisation. Density 21.5. Intégrales. 
Octandre. Hyperprism. Woodwind, Brass and 
Percussion conducted by Robert Craft. Poéme 
Electronique (Created directly on magnetic tape). 
Philips @ ABL3392 (12 in., 30s. plus 9s. 9d. P.T.). 

Stokowski once said that ‘“‘Varése, with 

Schénberg, constitutes the forefront of 
musical advance’; and this brilliantly- 
played and finely-engineered disc offers us a 
valuable conspectus of the evolution of this 
now 75-year-old composer, who, after 
studying in his native Paris under d’Indy, 
Roussel and Widor, went to the U.S.A. 
forty-five years ago and has been an enfant 
terrible, campaigning for contemporary 
music, ever since. Throughout his career he 
has been principally concerned with the 
exploration of rhythm and timbre “at the 
expense, and sometimes to the exclusion, of 
all melody and harmony’’, as one critic has 
quite reasonably put it. 


The earliest work here, the Octandre of 
1924 for four woodwind and four brass, is 
the only one to be cast in a traditional three- 
movement form: the jubilant finale (which 
many will remember from the 78 r.p.m. 
Columbia version by Walter Goehr—the 
only Varése recording ever to be available 
in this country till now) recognisably refers 
back to material heard earlier. A highly 
characteristic feature already is what Robert 
Craft, the conductor here, has called “a 
repeated one-pitch rhythmic figure with 


interrupting appoggiaturas”’; but there are 
also Stravinskian affinities, particularly in 
the finale “‘chorale’’. Hyperprism, apparently 
the next chronologically, is said in the notes 
to date from the same year and to have been 
given its first performance under Stokowski 
in 1926; but Slonimsky lists a performance 
in New York in March 1923, so something 
is wrong somewhere. This work, for nine 
instruments and a large array of percussion, 
is largely concerned with rhythmic experi- 
mentation. 

Intégrales (1926) is for a larger group (five 
woodwind, six brass, and four hard-worked 
percussionists). Its more extended form, 
with reappearing elements as an aid to 
unity, is reasonably clear to follow; but the 
one-note repetitions have by now become 
quite obsessional. The next step was clearly 
the total abandonment of pitch, and this is 
to be seen in Jonisation (1931), in which, of 
the 41 (not 37, as stated in the sleeve-note) 
percussion instruments wielded by thirteen 
players, only one—the bell-chimes which 
appear in the final peroration—has definite 
pitch. This remarkable rhythmic use of 
non-tonal timbres results in a fascinating 
piece, though not everyone will agree with 
the claim here that it is a masterpiece of 
‘noble music, capable of exalting the 
listener’’. Even these abstractions, how- 

Please see page 123 for a note about thts new series. 
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ever, eventually failed to satisfy Varése, 
who in the later 1930s logically turned to 
electronic music (there is apart for Theremin 
in the 1937 Equatorial). 

Density 21.5 is, as it were, an interlude, its 
exploitation of the solo flute’s possibilities 
(including key-clicking) revealing family 
ties with Debussy and with Stravinsky’s 
Pieces for solo clarinet. Varése’s scientific 
titles, incidentally, are partly due to the 
composer’s early training as an engineer: 
21.5 is the density of platinum, of which 
George Barrére’s flute (for which this was 
written) was made. 

The Poéme Electronique was created on 
magnetic tape for the Philips Pavilion at the 
1958 Brussels World Fair. This Organised 
Sound, as Varése calls it (for it has left 
orthodox music far behind), was projected 
through four hundred loudspeakers together 
with images chosen by Le Corbusier (the 
architect of the pavilion), including photos, 
paintings, montages, etc., but not syn- 
chronised with them, so that the effect was 
constantly varied, producing either acciden- 
tal concordances or emotional contradic- 
tions. This tireless radical had given a 
further dimension to the latest O.K. 
artistic procedure—indeterminacy. L.S. 


BADINGS. Electronic Music. Capriccio for Violin 
and two sound tracks. Joke Vermeulen (violin). 
Genese—Music for five audio-frequency Oscillators. 


Evolutions—Ballet Suite. 
RAAIJMAKERS. Contrasts. Philips @ SABL206 


(12 in., 30s. plus 9s. 9d. P.T.). 

‘o be frank, I’m not much of a one for 
Electronic Music as a rule, and when I 
realised with surprise that I was thoroughly 
enjoying this record, my immediate reaction 
was that there must be something wrong 
with it, because if it were really good, I 
wouldn’t expect to like it. I suppose 
admirers of Cologne’s Electronic Music will 
turn up their noses at Mr. Badings’s Dutch 
variety, but all you others can take heart 
as never before. You too can enjoy the 
stuff, and my family have been lapping it 
up with relish for some days. Side one is no 
more than goodish. I was interested at Mr. 
Badings’s attempt to combine a normal 
instrument, in this case a violin, with two 
electronic sound tracks, but I don’t think 
the experiment quite came off. Genese is 
more interesting, while both the works on 
side two are quite enthralling. Evolutions is 
a ballet, and it has been given with great 
success in Vienna, not a city that has ever 
welcomed extremes of modernity. In fact 
Evolutions is scarcely modern at all, and 
much of it is almost light music. Quite 
a lot of it could be notated on five-line staves 
(this certainly could not be said of Stock- 
hausen’s attempts in this medium). There 
are even hummable tunes, and _ nice 
rhythmic accompaniments, as in_ the 
delicious movement called “‘Ragtime’’. The 
whole work is thoroughly good-humoured 
and engaging. Its success depends con- 
siderably on stereophony, and a mono disc 
would be unthinkable. The sounds shoot 
from one speaker to another and away in 
the middle and back, with almost spiral 
effect at times. The shorter piece on this 
same side by another and younger Dutch- 
man, Dick Raaijmakers (born 1930) uses 
the two speakers most dramatically. Sudden 
explosive sounds on one are preceded (but 
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only just) by, as it were, an appoggiatura 
on the other. This may not sound very 
exciting as I have described it, but the 
cumulative effect of a series of such sounds 
is thrilling. There is even a certain amount 
of contrapuntal interest, for Mr. Raaij- 
makers combines his explosive sounds with a 
sort of moto perpetuo theme (derived from 
the “electronic part of the Ondes Martinot’’) 
with which the movement opened. Henk 
Badings also has his contrapuntal devices, 
notably a three-part canon in the Waltz 
movement of Evolutions. It will be seen 
that as Electronic Music goes, this can 
hardly be called le dernier cri. No Higher 
Mathematics. No signs of Webern influence, 
but quite original enough for most ears, and 
huge fun to listen to. I must say I find this 
attempt to write in a new medium for a 
wider public enormously encouraging. 


HINDEMITH. (a) Nobilissima Visione—Orchestral 
Suite from the Ballet. (b) Symphonic Meta- 
morphoses on themes of Carl Maria von 
Weber. (a) Philadelphia Orchestra conducted 
by Eugene Ormandy, (b) Cleveland Orchestra 
conducted by George Szell. Philips @ ABL3390 
(12 in., 80s. plus 9s. 9d. P.T.). 

Coupled as above: 
Hamburg P.O., Keilbe 
13/56) (10/60) (R) @ GMA24 


(5/58) @ 38CX1533 
Symphonic Metamorphoses: 


Berlin P.O., Hindemith (3/57) @ DGM18301 

This is a very unimpressive representative 
of Philips’ new Modern Music series, 
largely because the Symphonic Metamorphoses 
side, in particular, sounds so faded. No 
wonder, for I understand that this first 
appeared on 78s and since Szell went to the 
Cleveland Orchestra in 1946, that would fix 
the recording date as sometime between then 
and, say, 1948. If 1 bought this disc, got up, 
as it is, in an impressive sleeve, I must say I 
should feel resentful when I came to play it. 
Szell gives a lively performance, but there 
seems no point in discussing it when you can 
have a far more vividly recorded one, simi- 
larly coupled, at a bargain price. 

The sound on the Ormandy side is rather 
better but even then not up to a good stan- 
dard. One could fault it often; to mention 
just one inadequacy, a glockenspiel in the 
quiet central section of the Passacaglia that 
one wouldn’t know was there unless one had 
a score. I am not enthusiastic about 
Ormandy’s approach to the music either, 
finding him often expressive in the wrong 
sort of way. It is true that Hindemith’s own 
performance is deeply expressive in the slow 
sections, but his approach preserves the 
innate nobility of the music in a way that 
Ormandy’s does not. The March and Pastoral 
I thought not rhythmic enough, with a 
feeling of hurry. 

Those who want the most authoritative 
performances will obviously go for Hinde- 
mith’s own—WNobilissima Visione, backed by 
the Clarinet Concerto, the Metamorphoses 
coupled with The Four Temperaments. But this 
is being extravagant, unless you want a good 
deal of Hindemith. The present two works, 
an excellent coupling, for Nobilissima Visione 
is fine and moving, while the Metamorphoses 
are fun indeed, are far better presented on 
the Telefunken disc—and it costs only just 
over 26s. 

(I suppose most readers know that they 
have no need to be put off by the awful title 
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of the Metamorphoses—I really can’t type 
the whole thing out!—but that it is im- 
mediately enjoyable music of the most 
exhilarating kind.) TH. 


LESUR. Le oe des Cantiques. 

MESSIAEN. Cinq Rechants. Members of th: 
Ensemble “Le Madrigal” conducted by Jean- 
Paul Kreder. Philips @ ABL3400 (12in., 30s. plus 
9s. 9d. P.T.). 


A most interesting and revealing coupling. 
Messiaen and Daniel-Lesur are the same age 
(they were born in 1908); both studied at 
the Paris Conservatoire and subsequently 
held important organ posts, the former at 
the Trinité and the latter at Ste-Clotilde; 
both are well-known teachers, Messiaen as 
a professor at the Conservatoire, Lesur as 
director of the Schola Cantorum; both, at 
the invitation of the French Radio some 
dozen years ago, composed a cappella choral 
works for the Marcel Couraud Ensemble— 
those on the present disc. There, however, 
the parallels stop. Between these two 
French works lies a vast stylistic gulf. 

Lesur has taken a tonal idiom, and with 
great polyphonic skill and sensitivity to 
colour, texture and atmosphere built a 
moving, often beautiful, basically tradi- 
tional setting of the Song of Songs. Messiaen 
has taken as text a weird jumble of his own 
contriving of love symbols (in surrealist 
French) and meaningless syllables, spoken 
as well as sung, and set it in a highly indivi- 
dual idiom which, as he explains, derives 
melodically from mediaeval albas (dawn- 
songs) and Peruvian Harawi (love-songs) 
and rhythmically from provincial Indian 
rhythms and from patterns of his own 
devising. The result defies description but 
is unmistakable Messiaen. The drawback 
is that this kind of music is quite un-vocal, 
so that even the twelve excellent singers of 
this group, who perform the Lesur splen- 
didly, show admirable precision and clarity, 
and do their utmost to follow Messiaen’s 
every marking, in the first Rechant go badly 
astray in pitch and sing whole shoals of 
wrong notes. It says much for their disci- 
pline and training that they encompass the 
the difficulties of the others without further 
mishap. LS. 


BERG. Lulu—complete. 
Animal trainer Karl Loida —_ 
Hans Libert (ten. 

Otto Wiener (bar.) 

Ilona Steingruber (sop.) 

Waldemar Kmentt (ten.) 
Claus Logan (speaking part) 

Emil Siegert (bass 

Waldemar Kmentt (ten. 

Hilda Matheis (cont’) 
Hans Wilde yore 
Maria Cerny (m.-sop. 
Karl Leida (bass) 
Schoolboy Friedl Rieglier (cont.) 
Servant Willy Bacher (ten.) 
With the Vienna Symphony Orchestra _ con- 
ducted by Herbert Hafner. Philips @ ABL3394-6 
(three 12 in., 90s. plus 29s. 3d. P.T.). 

Like Schoenberg’s Moses reviewed on 
page 124, Lulu lacks its third act, which 
Berg did not live to orchestrate. That is 
about the only point the two operas have in 
common. Even the musical idiom, which 
one might expect to be similar considering 
that they were composed at much the same 
time, is in fact very different. In Moses und 
Aron Schoenberg uses his comparatively 
new-found twelve-note method with an 
astonishing combination of strictness and 


imaginative power; the result is taut and 
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